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LECTURES  ON  MUSIC 


CHAP.  L 

INTRODUCTORY. 

Music  is  both  an  art  and  a  science.  As  a 
science,,  it  includes  the  theories  of  sound  and  of 
musical  composition  j  but,  in  the  following  de- 
finition, the  word  science  signifies  the  theory  of 
sound  only. 

"  Music  "  (says  Sir  William  Jones)  "  belongs, 
as  a  science,  to  an  interesting  part  of  natural 
"  philosophy,  which,  by  mathematical  deduc- 
"  tions  from  constant  phenomena,  explains  the 
"  causes  and '  properties  of  sound,  limits  the 
"  number  of  sounds  to  a  certain  series,  which 
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"  perpetually  recurs,  and  fixes  the  ratio  which 
**  they  bear  to  each  other,  or  to  one  leading 
"  term  :  but,  considered  as  an  art,  it  combines 
"  the  sounds  which  philosophy  distinguishes,  in 
"  such  a  manner  as  to  gratify  our  ears,  or  affect 

our  imaginations  ;  or,  by  uniting  both  objects, 
"  to  captivate  the  fancy,  while  it  pleases  the  ^ 
"  sense  ;  and,  speaking,  as  it  were,  the  language 

of  nature,  to  raise  corresponding  ideas  and 
"connections  in  the  mind  of  the  hearer.  It 
"  then,  and  then  only,  becomes  what  w^e  call  a 
"  fine  art,  allied  very  nearly  to  poetry,  painting, 
"  and  rhetoric.  Thus,  it  is  the  province  of  the 
**  philosopher  to  discover  the  true  direction  and 
*«  divergence  of  sound  propagated  by  the  suc- 
"  cessive  compressions  and  expansions  of  air,  as 
"  the  vibrating  body  advances  and  recedes  ;  to 
"  show  why  sounds  themselves  may  excite  a 
"  tremulous  motion  in  particular  bodies  ;  to  de- 
"  monstrate  the  law  by  which  all  the  particles  of 
"  air,  when  it  undulates  with  great  quickness,  are 
"  continually  accelerated  and  retarded  ;  to  com- 
"  pare  the  number  of  pulses  in  agitated  air  with 
"  that  of  the  vibrations  which  cause  them ;  to 
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"  compute  the  velocities  and  intervals  of  those 
"  pulses  in  atmospheres  of  different  density  and 

elasticity ;  to  account,  as  well  as  he  can,  for 
"  the  affections  which  music  produces ;  and, 
"  generally,  to  investigate  the  causes  of  the 

many  wonderful  appearances  which  it  exhi- 
"  bits  :  but  the  artist,  without  considering,  and 
"  even  without  knowing,  any  of  the  sublime 
"  theorems  in  the  philosophy  of  sound,  may  at- 
"  tain  his  end  by  a  happy  selection  and  judicious 
"  application  of  melody,  harmony,  rhythm,  and 
"  modulation.'^  * 

The  science  d£  music  will  not  constitute  the 
subject  of  the  present  work.  A  few  lectures 
were  once,  indeed,  written  and  delivered  on 
the  theory  of  sound,  and  on  musical  compo- 
sition, by  the  author,  at  the  request  of  some  of 
his  auditors ;  but  as  his  classes  never  consisted, 
at  the  University  or  the  Metropolis,  wholly,  or 
even  principally,  of  philosophers  or  composers, 
but  rather  of  lovers  of  music,  performers,  and 
perhaps  a  few  young  composers,  the  lecturer  has 


*  Sir  W.  Jones's  Essays. 
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generally  made  his  principal  object  an  endeavour 
to  improve  the  taste. 

The  study,  however,  of  the  science  of  music 
is  strongly  recommended  to  every  lover  of  the 
art.  The  theory  of  musical  sound  may  be  turned 
to  much  practical  account.  This  determines  the 
exact  mode  of  tuning,  and  teaches  the  nature  of 
temperament,  or  the  distribution  of  unavoidable 
imperfection ;  it  demonstrates  the  perfection  of 
the  human  voice,  and  shows  the  relative  excel- 
lence of  the  various  instruments.  Thus,  the 
human  voice  is  called  perfect,  because,  except- 
ing as  to  its  compass,  it  knows  no  limit  to  the 
number  of  its  sounds  ;  its  accordance  is  perfect. 
Some  instruments  approach  towards  a  perfect 
intonation  ;  the  violin,  tenor,  and  violoncello,  as 
long  as  they  are  stopped  by  the  fingers,  without 
using  the  open  strings,  may  be  perfectly  in  tune  ; 
but,  as  this  cannot  continue  long,  imperfection 
creeps  in.  Both  keyed  and  wind  instruments 
have  a  limited  number  of  sounds  in  each  octave  ; 
usually  twelve  ;  a  number  too  small  to  admit  of 
perfect  tuning  in  more  than  one  or  two  out  of 
the  unlimited  number  of  modes  in  general  use.  A 
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slight  inspection  of  the  Monochord,  or  Harmo- 
nical  Canon  of  Pythagoras  will  show  the  rela- 
tive lengths  of  string  necessary  to  produce  the 
sounds  required,  and  make  the  necessity  of 
temperament  apparent.  Equal  temperament  is 
so  called,  because  the  imperfection  is  equally 
distributed  among  the  twelve  fifths,  the  other 
intervals  becoming  equally  imperfect  by  conse- 
quence; unequal  temperament  improves  some 
keys  at  the  expense  of  others.  Various  have 
been  the  attempts  to  diminish  imperfection  by 
increasing  the  number  of  sounds  in  an  octave. 
Many  wind  instruments,  as  the  flute,  oboe, 
clarionet,  and  bassoon,  have  had  the  number  of 
their  apertures  greatly  increased,  which,  with 
the  management  of  the  breath  of  the  performer, 
render  these  instruments  superior,  as  to  the  ac- 
curacy of  their  intonation,  to  the  organ  or  piano- 
forte. Sliding  mouth-pieces  have,  for  the  same 
purpose,  been  affixed  to  the  trumpet  and  horn. 
Keys  added  to  the  bugle-horn  have  rendered 
the  most  sunple  of  all  instruments  capable  of 


See  Elements  of  Musical  Composition,  by  the  Author. 
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performing  the  most  refined  melody — that  which 
had  only  five  notes,  (the  same  harmonics  as  are 
produced  with  any  simple  tube,  as  the  perforated 
horn  of  an  animal,)  is  now  one  of  the  most 
pleasing  of  military  instruments.  Amongst  the 
improvements  on  keyed  instruments,  we  may 
notice  the  addition  of  notes  in  Father  Smith's 
organ  at  the  Temple  church,  in  the  harpsichords 
of  Dr.  Smith  of  Cambridge,  in  the  organs  of 
Clagget  and  Hawkes,  and  in  the  piano-fortes  of 
Loeschman.  The  approach  to  perfection  in  all 
these  was  in  proportion  to  the  number  of  notes 
added  to  each  octave ;  and,  of  course,  the  bulk, 
inconvenience,  and  expense  of  the  instrument, 
and  the  difficulty  of  tuning  it,  were  increased  in 
the  same  proportion.  It  seems  highly  probable, 
therefore,  that  we  must  remain  contented  with 
twelve  sounds  in  an  octave  on  our  keyed  instru- 
ments. But  which  should  we  use,  the  equal  or 
unequal  temperament  ? 

The  reply  to  this  question  may  be  obtained,  by 
considering  the  use  that  is  likely  to  be  made  of 
the  instrument ;  if  the  keys  which  have  more 
than  two  or  three  sharps  or  flats  were  now,  as 
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formerly,  but  seldom  employed,  the  unequal 
temperament  would  be  preferable.  But  as  al- 
most all  keys  are  in  general  use,  the  equal  tem- 
perament alone  can  answer  the  purpose.  To 
these  sentiments  I  met  with  a  long  and  almost 
universal  opposition  from  organ-builders,  some 
of  whom  asserted  that  the  equal  temperament 
afforded  dissonances  which  were  less  tolerable  to 
the  ear  than  any  of  the  unequal  temperament, 
which  I  knew  to  be  greater.  This  unintelligible 
objection  has  given  way  to  the  only  true  criterion, 
experiment.  I  have  now  heard  the  equal  tem- 
perament on  an  organ,  and  decidedly  prefer  it 
to  the  former  method  of  tuning.  I  have  also 
had  the  satisfaction  of  finding  that  my  opinion 
is  supported  by  the  known  practice  of  Sebastian 
Bach,  who  tuned  his  own  instruments  according 
to  this  system.  * 

The  doctrine  of  harmonics  will  also  be  inter- 
esting to  the  young  composer.  These  are  the 
notes  produced  by  the  aliquot  parts  of  the 
sounding  body ;  whether  a  harp  string,  that  of 


*  See  Forkel's  Life  of  J.  S.  Bach. 
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the  violoncello,  a  voice,  a  bell,  or  an  organ-pipe. 
There  is,  in  fact,  no  such  thing  as  an  individual 
musical  sound  in  nature.  What  we  call  a  single 
sound  is  always  attended  with  less  powerful 
sounds ;  as  the  octave,  produced  by  the  half 
of  the  tube  or  string ;  the  twelfth,  produced 
by  one  third ;  the  double  octave,  produced  by 
one  quarter ;  the  seventeenth,  or  major  third, 
produced  by  one  fifth ;  &c.  &c.  An  incon- 
ceivable number  of  these  combine  to  produce 
one  note,  that  of  the  whole  tube  or  string. 
When  the  lower  notes  of  an  organ,  harp,  piano- 
forte, or  violoncello,  are  sounded  singly,  an  ex- 
perienced ear  will  readily  distinguish  five  or  six 
of  these  harmonics.  As  the  vibrations  of  a  string 
on  the  harp  or  piano-forte  subside,  the  harmonics 
become  more  audible.  The  sound  of  a  voice  at 
a  distance  has  often  been  mistaken  for  a  chord 
produced  by  glee-singers ;  but,  as  the  voice 
approached,  the  harmonics  were  less  audible, 
and  one  note  only  was  heard.  In  bells,  the  har- 
monics are  heard  almost  as  plainly  as  the  gener- 
ator. These  harmonics  may  be  separated  and 
examined  on  a  violoncello,  by  pressing  the  finger 
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lightly  on  the  string  while  it  is  bowed  upon* 
They  are  also  the  notes  produced  by  blowing 
through  any  simple  tube,  as  the  horn  and  trumpet. 
The  harmonics  seem  to  be  imitated  on  an  organ 
by  the  stops  called  cornet,  sexquialtera,  and 
mixture,  which  give  full  chords  for  every  single 
note  that  is  played  ;  also  by  the  principal,  flute, 
fifteenth,  and  twelfth,  which  furnish  one  har- 
monic to  each  note.  When  all  the  stops  are 
out,  and  only  one  note  sounded,  they  cause  no 
confusion,  though  each  of  these  artificial  har- 
monics must  be  accompanied  by  its  own  natural 
harmonics;  but  the  sounds  heard  when  a  full 
organ  is  played,  if  all  distinguishable,  and  equally 
powerful,  would  form  a  most  chaotic  and  un- 
musical roar.  The  principal  use  of  the  study 
of  harmonics  to  the  young  composer  is,  that 
they  constitute  the  scales  of  the  trumpet  and 
horn.  And  though  other  notes  have  been  added 
to  the  horn,  by  stopping  its  bole,  yet  they  are 
inferior  as  to  the  quality  of  their  tone  to  the 
natural  notes.  The  wild  sounds  which  the  wind 
capriciously  elicits  from  the  Eolian  harp  are  the 
harmonics  of  its  several  strings.    Some  authors 
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of  elementary  treatises  have  derived  their  musical 
scales  from  that  of  the  harmonics  ;  others  have 
contended,  that  the  diatonic  scales  we  use  are 
unnatural  and  improper.  According  to  them,  the 
trumpet,  horn,  and  bugle,  as  formerly  con- 
structed, are  the  only  perfect  instruments  ;  how- 
ever, they  have  kindly  added  to  their  number  a 
Pythagorean  harpsichord  and  an  Egyptian  gui- 
tar. The  scale  we  now  admire  is  dissonant  j  that 
which  we  alter  is  perfect.  We  have,  in  short, 
every  thing  to  learn  over  again.  Surely,  if  this 
be  wisdom,  we  may  exclaim,  — 

Then  "  ignorance  is  bliss,  'tis  folly  to  be  wise." 

Many  improvements  in  the  tone  of  instruments, 
and  in  the  mechanism  of  their  several  parts,  may 
yet  be  expected  from  the  study  of  vibrations  and 
sympathetic  resonance.  The  theory  of  sound, 
then,  though  not  necessary  to  the  performer,  is 
highly  curious,  interesting,  and  in  some  measure 
useful  to  him. 

The  study  of  harmony  and  the  rules  of  com- 
position is  of  yet  greater  practical  utihty.  It 
necessarily  induces  a  knowledge  of  the  clefs, 
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and  a  power  of  reading  from  score,  and  of  play- 
ing thorough  bass.  A  knowledge  of  the  deriv- 
ation and  inversion  of  concords,  the  resolution 
and  preparation  of  discords,  and  the  construction 
of  counterpoint  in  general,  will  facilitate  the 
reading  of  music  at  first  sight,  —  an  object  of  the 
highest  importance  to  any  performer  ambitious 
of  being  called  a  musician.  An  acquaintance 
with  the  various  kinds  of  unessential  notes  in 
melody  will  improve  the  extemporaneous  per- 
formance of  them.  Rhythm,  accent,  emphasis, 
and  the  divisions  of  time,  should  be  well  under- 
stood, to  be  properly  expressed  in  the  perform- 
ance. Modulation  requires  much  study,  or  the 
changes  of  key  will  resemble  the  capricious  and 
unaccountable  shifting  of  scenes  in  a  pantomime. 
The  treatment  of  subjects  in  canon,  fugue,  and 
imitation,  must  be  much  studied,  to  be  per- 
formed with  good  effect,  or  even  heard  with 
due  relish.  Such  are  some  of  the  advantages 
of  the  study  of  composition  to  the  musician  in 
general ;  but  to  young  composers  a  knowledge 
of  its  rules  is  indispensable.  The  violation  of 
these,  in  the  works  of  a  great  master,  maybe 
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the  result  sometimes  of  design,  and  oftener  of 
unavoidable  haste ;  in  those  of  the  juvenile 
composer,  it  is  always  ascribed  to  ignorance. 
Some  great  men,  as  Dominico  Scarlatti,  have 
occasionally  endeavoured  to  dispense  with  the 
rules  ;  but  it  may  be  questioned  whether  any 
thing  great,  or  worthy  of  imitation,  was  ever  the 
result.  An  appeal  to  the  ear  is  frequently 
made  in  defence  of  the  unlawful  combination. 
But  to  whose  ear  is  it  to  be  made  ?  Surely  not 
to  that  of  the  composer,  nor  to  that  of  the  fellow 
student,  even  if  advanced  a  little  further  than 
himself  The  ear  of  the  experienced  composer 
is  greatly  pained  by  sounds  which  affect  others 
only  with  satisfaction.  The  rules  were  either 
written  by,  or  founded  upon  the  practice  of) 
the  greatest  masters.  When  other  composers 
exceed  these,  in  contempt  of  the  rules  by  which 
they  submitted  to  be  governed,  then,  and  not 
till  then,  we  may  throw  them  aside  as  useless 
incumbrances.  ^ 

*  See  many  excellent  passages  on  this  subject  in  Forkel's 
Life  of  J.  S.Bach. 
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Enough,  it  is  trusted,  has  now  been  said,  to 
induce  the  lover  of  music  to  study  the  science, 
which,  it  will  be  remembered,  is  not  the  proper 
subject  of  this  work  ,  —  that  being  the  improve- 
ment of  the  taste.  But  permit  me  to  anticipate 
a  few  questions  which  may  naturally  suggest 
themselves  to  the  reader  ;  and,  after  replying  to 
them,  to  give  a  few  hints  as  to  the  frame  of 
mind  which  the  student  should  endeavour  to 
assume. 

What,  it  may  be  asked,  is  the  present  state 
of  the  public  taste  in  this  nation,  that  it  should 
be  thought  necessary  to  interfere  with  it  by  a 
work  of  this  kind  ?  Is  there  not  already  a  suffi- 
cient number  of  books  on  the  subject  ?  Have 
we  not  an  abundance  of  critics,  connoisseurs, 
and  amateurs  ?  Is  not  any  one  possessed  of  a 
musical  ear  capable  of  judging  what  is  good  or 
bad  for  himself?  Is  it  not  for  the  public  that  the 
composer  writes  ?  Whom  else  should  he  endea- 
vour to  please?  —  In  answer  to  these  questions  I 
assert,  then,  that  the  public  taste  still  requires 
much  cultivation,  though  greatly  improved  since 
the  commencement  of  the  present  century. 
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Souhd  principles  are  more  generally  adopted  as 
the  basis  of  critical  observations  ;  good  music  of 
all  kinds  is  more  frequently  heard  and  duly  appre- 
ciated. Yet,  taste  in  perfection  is  neither  universal 
nor  prevalent.  If  it  is  found  among  the  aged  and 
experienced,  it  cannot  be  expected  in  the  young 
and  untutored,  to  whom  these  Lectures  are  prin- 
cipally addressed  :  they  must  not  be  left  to 
form  their  own  taste.  Small,  indeed,  are  the 
advances  which  an  unassisted  individual  can 
make  in  endeavouring  to  attain  perfection  in 
any  of  his  powers.  What  is  called  human  rea- 
son is  said  to  be  the  result,  not  of  the  effort  and 
ability  of  its  possessor,  but,  of  lights  mutually 
communicated  and  reflected  by  the  discourse 
or  writings  of  many.*  The  principles  of  just 
criticism  must  thus  be  acquired  by  the  musical 
student.  By  criticism,  is  not  here  meant  (what 
it  is  too  often  made  to  signify)  the  art  of  censur- 
ing in  technical  terms,  and  in  a  learned  manner : 
but  that  of  separating  excellence  from  defect ; 
of  admiring,  as  well  as  finding  fault ;  of  discri- 

*  Dr.  Beattie's  sentiments  are  here  adopted. 
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minating  and  comparing  the  several  styles,  and 
of  appreciating  their  relative  value  on  principles 
which  are  generally  true  as  applied  to  all  the 
fine  arts.  A  reference  to  these  principles  will 
enable  us  to  overturn  the  absurd  and  mis- 
chievous opinion  held  by  many  writers  and 
the  generality  of  professors  of  the  art,  that 
music  is  continually  improving  from  every  in- 
vention, innovation,  and  addition,  that  her  suc- 
cessive cultivators  choose  (I  had  almost  said, 
happen)  to  make.  Is  it  possible  that  novelty 
can  be  the  chief  requisite,  and  originality  the 
only  merit,  of  music  alone  ?  The  rise  and  de- 
cline of  painting,  architecture,  and  sculpture, 
have  been  pointed  out,  and  remedies  for  their 
improvement  suggested,  without  fear  of  censure. 
But  our  art,  it  seems,  neither  has  arrived,  nor, 
as  long  as  another  composer  shall  spring  up,  can 
arrive,  at  perfection !  There  have,  indeed,  never 
been  wanting  those  who  bitterly  and  unjustly 
inveigh  against  all  innovation.  The  addition  of 
a  seventh  string  to  the  Grecian  lyre  had  nearly 
made  a  martyr  of  the  daring  inventor.  And 
pedants  may  be  found  in  all  ages  and  climes. 
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But  are  we,  therefore,  not  to  analyse  the  merits 
of  a  new  production  ?  Or  must  we  say  that  the 
sublimity  and  learning  of  the  old  Church  com- 
posers is  far  exceeded  by  all  their  successors? — 
that  it  is  easy  now  to  write  as  well  as  Palestrina 
did  ?  —  that  the  march  in  Mose  in  Egitto^ 
merely  because  it  is  in  an  oratorio,  is  composed 
in  the  true  sacred  style,  and  therefore  fit  for 
the  organ  voluntary?  But  let  me  not  be 
misunderstood.  I  am  a  professed  admirer  of 
modern  music,  and  shall  endeavour  hereafter  to 
do  ample  justice  to  its  merits.  But  in  writing  a 
course  of  Lectures  for  the  improvement  of  mu- 
sical taste,  it  is  my  pride,  in  imitation  of  the 
great  lecturer  in  a  sister  art*,  to  call  on  the 
student  to  acknowledge  that  from  them  "  he  has 
"  contracted  no  narrow  habits,  no  false  ideas, 
"  nothing  that  will  lead  him  to  the  imitation'* 
or  adulation  "  of  any  living  master  who  may  be 
"  the  fashionable  darling  of  the  day."  If  we 
consult  books,  we  shall  find  much  confident  as- 
sertion unsupported  by  sound  principles.  Every 


*  Sir  Joshua  Reynolds, —  Sixth  Discourse. 
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style  of  music  has  its  votaries  and  champions, 
both  writers  and  critics,  who,  like  true  knights 
of  old,  contend  that  the  idol  of  their  admiration 
shall  not  only  receive  the  honour  due,  but  be 
allowed  to  be  unrivalled,  pre-eminent,  and  per- 
fect. A  few  can  be  touched  only  by  the  grave 
solemnity  of  the  church  style.  The  oratorios 
of  Handel  are  with  more  the  chief  source  of 
delight.  The  modern  Italian  opera  is  by  many 
accounted  the  only  school  for  vocal  melody. 
Some  prefer  a  glee  to  all  other  music ;  the  con- 
cert sinfonia  is  sufficient  for  others ;  while  the 
compositions  of  the  day  for  the  piano-forte  is  all 
the  music  that  is  known  to  many.  As  all  styles 
are  thus  praised,  so  all  are  condemned.  Ac- 
cordingly, we  read  and  hear  continually  of  the 
dry  and  pedantic  strains  of  the  church,  the  tedi- 
ous heaviness  of  the  oratorio,  the  trifling  puerility 
of  the  opera,  the  excruciating  dissonance  of  the 
German  sinfonia,  and  the  affectation  and  ex- 
travagance of  instrumental  music  for  the  cham- 
ber. How,  indeed,  can  musicians  in  general 
iacquire  the  essential  requisites  of  an  author  or  a 
critic  ?   They  generally  find  that  the  cultivation 
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of  any  one  branch  of  the  art  precludes  all  atten- 
tion to  the  others.    Mere  performers  are  seldom 
better  judges  of  the  music  they  execute,  than 
actors  are  of  dramatic  writings  ;  and,  like  them, 
generally  form  their  judgment  from  the  recep*- 
tion  which  their  own  part  meets  with  from  the 
public.    I  have  more  than  once  heard  some  of 
the  worst  singers  of  the  lowest  styles  of  music 
seriously  call  the  song  which  had  just  obtained 
for  them  the  applause  of  a  tasteless  audience, 
the  finest  that  was  ever  written !  Performers, 
however,  both  instrumental  and  vocal,  are  some- 
times possessed  of  good  taste ;  but  it  is  neces- 
sarily confined  to  the  style  of  music  to  which 
they  have  been  most  accustomed.    The  choir 
singer  may  be  consulted  about  the  merits  of  an 
anthem  ;  but  he  is  seldom  fond  of  any  modern, 
and  especially  instrumental,  music.    An  Italian 
opera-singer  will  speak  correctly  of  the  pro- 
ductions of  his  own  country,  but  he  does  not 
relish  the  music  of  the  German  school;  nor  are 
foreigners  in  general  judges  of  ancient  music. 
And  if  it  is  thus  with  musicians,  what  can  we 
expect  from  the  man  whose  sole  qualification  for 
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being  a  critic  is  having  an  ear  for  music  ?  He 
may  be  pleased  when  hearing  it ;  he  may  be 
fond  of  it ;  and  refreshed  by  it  after  fatigue ; 
he  may  Hke  to  be  lulled  to  sleep  by  it ;  and  the 
artless  murmurs  of  the  Eolian  harp  will  answer 
the  purpose  as  well  as  the  noblest  of  scientific 
productions,  which,  indeed,  would  rather  keep 
the  true  lover  of  music  awake,  by  arresting 
and  rivetting  his  attention.  This  same  self- 
constituted  critic,  when  awake,  may  find  his 
imagination  fired  by  powerful  effects,  strong 
contrasts,  and  sudden  transitions;  he  may  be 
deeply  affected  by  pathetic  expression.  But 
the  delicate  refinements  of  taste  escape  him, 
and  all  that  is  scientific  and  learned  is  un- 
regarded or  despised ;  he  frequently  prefers 
the  worst  music,  for"  (says  the  lecturer 
already  quoted*)  it  is  the  lowest  style  only  of 
**  arts,  whether  of  painting,  poetry,  or  music, 
"  that  may  be  said,  in  the  vulgar  sense,  to  be 
"  naturally  pleasing.  The  higher  efforts  of 
"  these  arts,  we  know  by  experience,  do  not 

*  Sir  Joshua  Reynolds. 
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"  affect  minds  wholly  uncultivated.  This  re- 
**  fined  taste  is  the  consequence  of  education 
"  and  habit."  The  good  composer  must  not, 
therefore,  write  for  the  majority  of  hearers;  he 
must  not  be  discouraged  by  the  inattention  or 
censures  of  the  pubhc.  Let  him  look  to  Se- 
bastian Bach,  "  who "  (says  his  biographer) 
"  never  worked  for  the  crowd,  but  always  had 
"  in  his  mind  an  ideal  perfection  without  any 
"  view  to  approbation.  He  sung  only  for  him- 
self  and  the  Muses."  Were  the  majority  al- 
ways in  the  right,  why  are  the  Battle  of  Prague 
and  PleyeFs  Concertante,  which  they  so  much 
admired,  now  passed  into  oblivion  to  make  way 
for  similar  trash?  Were  the  majority  always 
wrong,  we  should  thus  have  another  rule  for 
determining  our  own  opinions.  But  they  are 
not  to  be  trusted.  And  when  I  attend  public 
concerts,  and  hear,  as  is  too  frequently  the  case, 
the  undeserved  applause  bestowed  on  some  new 
trifle,  I  am  tempted  to  apply  to  them  what  Sir 
Joshua  Reynolds  says  of  the  public  exhibitions  of 
paintings, — Popularity  always  accompanies  the 
"  lower  styles  of  painting.    I  mention  this,  be- 
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cause  our  exhibitions,  while  they  produce  such 
^*  admirable  eiFects,  by  nourishing  emulation  and 

calling  out  genius,  have  also  a  mischievous 
"  tendency,  by  seducing  the  painter  to  an  am- 
"  bition  of  pleasing  the  mixed  multitude  of  peo- 
"  pie  who  resort  to  them."    Certainly,  however, 
it  is  the  wish  of  the  composer  to  please,  if  pos- 
sible, all  hearers  —  both  the  discerning  few,  and 
the  unpretending  multitude.    He  would,  if  he 
could,  acquire  both  immediate  and  lasting  fame. 
He  would,  if  possible,  have  all  men  on  his  side. 
He  therefore  argues  with  them,  and  endeavours 
to  persuade  them  to  adopt  his  opinions,  when  he 
cannot  agree  to  theirs.    These  endeavours  are 
not  usually  crowned  with  success,    A  lasting 
reputation  is  seldom  acquired  quickly.    It  is  by 
a  slower  process,  by  the  prevailing  commend- 
ation of  a  few  real  judges,  that  true  worth  is 
finally  discovered  and  rewarded.    The  opinions 
of  acknowledged  critics  accumulate  in  time,  and 
are  compacted  into  a  mass  that  irresistibly  bears 
down  before  it  all  the  opposition  of  false  taste 
and  ignorance.    Hence,  the  artist  who  lives  un- 
noticed and  neglected,  often,  after  death,  acquires 
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immortal  fame.  Marcello,  who  was  at  first  too 
highly  extolled,  and  afterwards  as  much  under^ 
valued,  has  found  his  true  level  among  the  great 
classical  composers.  The  Prince  of  Venosa  was 
hailed  as  the  brightest  of  the  rising  luminaries, 
then  suddenly  went  down,  and  was  no  more  re- 
membered. **  Giant  Handel "  was  driven  by 
"  the  Goddess  of  Dulness  "  to  the  Hibernian 
**  shore,"* — but  is  now  placed  highest  in  the 
temple  of  Fame.  The  prevalence  of  true  taste 
would  have  altered  all  these  cases,  by  immedi- 
ately determining  the  merits  of  the  candidate. 
But  it  is  said  that  the  taste  of  the  critic  should 
even  equal  that  of  the  composer  —  as  in  the  sister 
art,  "  whatever  speculative  knowledge  is  ne- 
"  cessary  for  the  artist,  is  equally  and  indispens- 
**  ably  so  to  the  connoisseur."  t  Taste  cannot 
be  too  much  or  too  carefully  cultivated. 

I  now  have  to  offer  a  few  hints  on  the  frame 
of  mind  which  the  student  should  assume,  if  he 
would  derive  due  benefit  from  the  remaining 
part  of  the  present  work. 


*  Pope. 
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He  must  place  little  or  no  reliance,  at  first, 
on  his  own  judgment.  He  must  revere  the  cha- 
racters  of  the  classical  composers  of  former  ages : 
they  have  acquired  a  celebrity  which  has  out- 
lived and  triumphed  over  the  false  taste  of  the 
times  in  which  they  flourished.  "  He  who 
"  begins  by  presuming  on  his  own  taste,  has 
"  ended  his  studies  as  soon  as  he  has  com- 
"  menced  them."  *  Neither  let  him  be  dazzled 
with  the  sudden  blaze  of  newly-kindled  re- 
putation. Experienced  critics  alone  are  able 
to  distinguish  what  is  good  or  bad  in  new  pro- 
ductions J  and  even  they  do  not  find  the  task 
easy.  He  will  be  sure  to  meet  with  those  who 
would  recommend  their  own  and  other  modern 
works  in  preference  to  those  of  the  early  masters, 
"  who,"  say  they,  "  however  eminent  at  the 
"  time  they  lived,  have  been  long  superseded." 
But  "  the  modern,  who  recommends  himself  as 
"  a  standard,  may  justly  be  suspected  as  ignorant 
of  the  true  end,  and  unacquainted  with  the 
"  proper  objects,  of  the  art  which  he  professes. 


*  Sir  Joshua  Reynolds, 
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To  follow  such  a  guide  will  not  only  retard 
«*  the  student,  but  mislead  him.  On  whom,  then, 

shall  he  rely  ?  or  who  shall  show  him  the  path 

that  leads  to  excellence?  The  answer  is 
"  obvious.  Those  great  masters  who  have  tra- 
"  veiled  the  same  road  with  success  are  the 
"  most  likely  to  conduct  others.  The  works  of 
**  those  who  have  stood  the  test  of  ages  have  a 
"  claim  to  that  respect  and  veneration  to  which 
**  no  modern  can  pretend.  The  duration  and 
"  stability  of  their  fame  is  sufficient  to  evince 
"  that  it  has  not  been  suspended  upon  the 
**  slender  thread  of  fashion  and  caprice,  but 

bound  to  the  heart  by  every  tie  of  sympathetic 
*<  approbation.'*  * — Who  these  great  masters 
were,  it  may  be  easy  to  discover ;  but  the  degree 
of  veneration  in  which  they  ought  to  be  held,  and 
the  comparative  excellence  of  their  several  pro- 
ductions, may  not  be  so  obvious  to  the  student. 
It  is  probable  that,  far  from  being  enraptured^ 
he  would,  at  first,  be  disappointed  and  even  dis- 
pleased with  their  works,  and  tempted  to  throw 


*  Sir  Joshua  Reynolds. 
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them  aside  as  dull,  heavy,  monotonous,  void  of 
feehng,  expression,  and  effect.  But  to  expe- 
rienced judges  they  constitute  what  the  remains 
of  antiquity  are  to  painters,  architects,  and 
sculptors.  Let  him,  then,  regard  them  as 
"  perfect  and  infallible  guides ;  as  subjects  for 
"  his  imitation,  not  his  criticism.**  * 

So  great,  indeed,  ought  to  be  his  deference 
for  their  superiority,  that  it  has  been  said,  "  to 
"  feign  an  approbation  of  them  would  be  venial, 
"as  it  would  probably  terminate  in  sincerity 
"  and  true  taste.**  But,  as  long  as  sincerity  is 
wanting,  a  submissive  silence  is  rather  recom- 
mended. 


*  Sir  Joshua  Reynolds, 
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CHAP.  11. 

ON  THE  THREE  STYLES  OF  MUSIC  THE  SUBLIME,  THE 

BEAUTIFUL,  AND  THE  ORNAMENTAL. 

As  there  are  certain  principles  common  to  the 
fine  arts,  music  may  be  considered  in  reference 
to  other  arts,  with  a  view  of  improving  the  taste, 
by  an  analogical  application,  to  music,  of  those 
principles  admitted  to  be  true  in  respect  of  the 
other  arts.  "  To  enlarge  the  boundaries  of  the 
"  art,  as  well  as  to  fix  its  principles,  it  is  neces- 
"  sary  that  that  art  and  those  principles  should 

be  considered  in  their  correspondence  with  the 
"  principles  of  other  arts,  which,  like  this,  ad- 
"  dress  themselves  primarily  and  principally  to 
"  the  imagination.'*  * 

On  this  plan  the  founder  of  the  British  School 
of  Painting,  whose  just  sentiments  and  forcible 


*  Sir  Joshua  Reynolds. 
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language  I  cannot  too  often  quote,  raised  an 
academy,  with  which,  it  is  allowed,  the  similar 
institutions  of  other  nations  will  not  bear  a 
comparison.    "  It  is  by  the  analogy  that  one  art 
"  bears  to  another,  that  many  things  are  ascer- 
"  tained,  which  either  were  but  faintly  seen,  or, 
perhaps,  would  not  have  been  discovered  at 
^*  all,  if  the  inventor  had  not  received  the  first 
"  hints  from  the  practice  of  a  sister  art  on  a 
"  similar  occasion.  The  freque:nt  allusions  which 
every  man  who  treats  of  any  art  is  obliged  to 
make  to  others,  in  order  to  illustrate  and  con- 
"  firm  his  principles,  sufficiently  show  their  near 
^*  connection  and  inseparable  relation.    All  arts 
"  having  the  same  general  end,  which  is  to 
"  please,  and  addressing  themselves  to  the  same 
"  faculties  through  the  medium  of  the  senses, 
"  it  follows  that  their  rules  and  principles  must 
"  have  as  great  an  affinity  as  the  different  mate- 
**  rials,  and  the  different  organs  or  vehicles  by 
"  which  they  pass  to  the  mind,  will  permit  them 
"  to  retain."  ^    "  There  is,  then    (says  another 

*  Sir  Joshua  Reynolds, 
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elegant  author  **  a  general  harmony  and  cor- 
*'  respondence  in  all  our  sensations,  when  they 
"  affect  us  by  means  of  different  senses ;  and 
"  these  causes  (as  Mr.  Burke  t  has  admirably 
"  explained)  can  never  be  so  clearly  ascertained 
"  when  we  confine  our  observations  to  one  sense 
**  only."  Music  is  not,  indeed,  like  painting, 
an  imitative  art,  but  applies  itself,  like  archi- 
"  tecture  and  poetry,  directly  to  the  imagination, 

without  the  intervention  of  any  kind  of  imita- 
"  tion.''  t  There  are  in  music,  as  in  other  arts, 
certain  styles,  which  are  more  or  less  valuable 

in  proportion  to  the  mental  labour  employed 
"  in  their  formation.''  §  Music,  like  painting, 
may  be  divided  into  three  styles  — the  sublime, 
the  beautiful,  and  the  ornamental.  Sir  Joshua 
Reynolds  does  not  avowedly  adopt  this  divi- 
sion. He  speaks  of  the  sublime  and  ornamental 
only.  But  that  w^hich  he  calls  the  sublime  evi- 
dently includes  the  beautiful  5  and  that  which 
he  calls  the  ornamental  seems  analogous  to  the 

*  Uvedale  Price  on  the  Picturesque. 

f  Burke  on  the  SubUme  and  Beautiful. 

%  Harris's  Three  Treatises.  }  Sir  Joshua  Reynolds. 
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picturesque.  We  cannot  peruse  the  celebrated 
work  on  the  Sublime  and  Beautiful,  without  ad- 
mitting that  the  distinction  between  them  is 
there  made  manifest.  "  The  sublime  and  beau- 
"  tiful  have  been  accurately  described  in  an 
**  essay,  the  early  splendour  of  which,  not  even 

the  full  meridian  blaze  of  its  illustrious  author 
"  was  able  to  eclipse."  *  "  The  picturesque  has 
"  a  character  not  less  separate  and  distinct  than 
"  either  the  sublime  or  the  beautiful ;  nor  less 
**  independent  of  the  art  of  painting.  The  term 
"  picturesque  (as  we  may  judge  from  its  etymo- 
"  logy)  is  applied  only  to  objects  of  sight ;  and, 
"  indeed,  in  so  confined  a  manner  as  to  be  sup- 
"  posed  merely  to  have  a  reference  to  the  art 
"  from  which  it  is  named  :  I  am  well  convinced, 
"  however,  that  the  name  and  reference  only 

are  limited  and  uncertain,  and  that  the  quali- 

ties  which  make  objects  picturesque  are  not 
^*  only  as  distinct  as  those  which  make  them 
"  beautiful  or  sublime,  but  are  equally  extended 

to  all  our  sensations,  by  whatever  organs  they 

*  Price  on  the  Picturesque. 
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"  are  received ;  and  that  music  (though  it^ap- 
"  pears  Hke  a  solecism)  may  be  as  truly  pic- 
"  turesque  according  to  the  general  principles  of 
"  picturesqueness,  as  it  may  be  beautiful  or  sub- 
"  lime  accordiag  to  those  of  beauty  or  sublimity. 
"  The  English  word  picturesque  naturally  draws 
"  the  mind  towards  pictures  ;  and  from  that  par- 
"  tial  and  confined  view  of  the  subject,  what  is, 
"  in  truth,  only  an  illustration  of  picturesqueness, 
**  becomes  the  foundation  of  it.  The  words  sub- 
"  lime  and  beautiful  have  not  the  same  etymo- 
"  logical  reference  to  any  one  visible  art,  and 
"  therefore  are  applied  to  objects  of  the  other 
"  senses.  Sublime,  indeed,  in  the  language 
"from  which  it  is  taken,  means  high )  and 
"  therefore,  perhaps,  in  strictness,  should  relate 
"  to  objects  of  sight  only ;  yet  we  no  more 
"  scruple  to  call  one  of  Handel's  Choruses  sub- 
**  lime,  than  Corelli's  Pastorale  beautiful.  But 
"  should  any  person,  simply  and  without  quali- 
«  fying  expressions,  call  a  capricious  movement 
"  of  Dominico  Scarlatti,  or  Haydn,  picturesque, 
"  he  would,  with  great  reason,  be  laughed  at ; 
"  for  it  is  not  a  term  applied  to  sounds  :  yet 
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"  such  a  movement,  from  its  sudden,  unex- 
"  pected,  and  abrupt  transitions,  from  a  certain 
"  playful  wildness  of  character,  and  an  appear- 
"  ance  of  irregularity,  is  no  less  analogous  to 
"  similar  scenery  in  nature,  than  the  concerto,  or 
"  the  chorus,  to  what  is  grand  or  beautiful  to 
"  the  eye."  ^  That  this  third  style  may  be  de- 
nominated the  ornamental,  and  that  Sir  Joshua 
Reynolds  meant  no  other,  I  infer  from  his  using 
the  expression,  "  the  picturesque  or  ornamental 
"  style  and  this  he  opposes  to  that  higher  walk 
of  the  art  which  he  calls  the  sublime,  and  which 
includes  the  beautiful,  t  An  attempt,  there- 
fore, will  be  made  in  these  Lectures  to  improve 
the  taste  of  the  student,  by  enabling  him  to  ap- 
preciate the  merits  of  any  composition  by  con- 
sidering the  comparative  value  of  the  style 
adopted  by  its  author.  And  if,  by  this  mode  of 
considering  the  subject,  we  find  that  the  art  is  on 
the  decline,  let  us  not  regret  that  we  have  dis- 
covered Truth,  though  she  may  seem  to  frown 

*  Price  on  the  Picturesque. 

f  I  feel  much  pleasure  in  finding  that  Mr.  Samuel  Wesley, 
in  his  Lectures  on  Music,  has  adopted  the  same  division. 
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on  us.  Her  brightness,  which  enables  us  to 
detect  our  error,  will  also  help  us  to  recover 
from  it  Let  criticism  be  just,  and  artists  will 
pay  it  due  respect.  Let  the  higher  walks  of  the 
art  be  pointed  out,  and  new  productions  will 
soon  spring  up  and  adorn  them. 

Music,  then,  I  repeat,  like  other  arts,  may  be 
divided  into  three  styles — the  sublime,  the  beau- 
tiful, and  the  ornamental  —  which  are  sometimes 
distinct,  and  sometimes  combined. 

The  sublime  is  founded  on  principles  of  vast- 
ness  and  incomprehensibility.  The  word  sublime 
originally  signifies  high,  lofty,  elevated  5  and  this 
style,  accordingly,  never  descends  to  any  thing 
small,  delicate,  light,  pretty,  playful,  or  comic. 
The  grandest  style  in  music  is  therefore  the 
sacred  style  —  that  of  the  church  and  oratorio 
for  it  is  least  inclined  to  levity,  where  levity  is 
properly  inadmissible,  and  where  the  words  con- 
vey the  most  awful  and  striking  images.  Infinity, 
and,  what  is  next  to  it,  immensity,  are  among  the 
most  efficient  causes  of  this  quality ;  and  when 
we  hear  innumerable  voices  and  insti'uments 
sounding  the  praises  of  God  in  solemn  and  be- 
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coming  strains,  the  most  sublime  image  that  can 
fill  the  mind  seldom  fails  to  present  itself — 
that  of  the  heavenly  host  described  in  the  Holy 
Scriptures    and  thus  paraphrased  by  the  Poet: — 

 ^^"all 

"  The  multitude  of  angels,  with  a  shout 
"  Loud  as  from  numbers  without  number,  sweet 
"  As  from  blest  voices,  uttering  joy,  heaven  rung 
"  With  jubilee,  and  loud  hosannas  fill'd 
The  heavenly  regions."  f 

Uniformity  is  not  only  compatible  with  the 
sublime,  but  is  often  the  cause  of  it.  That 
general,  equal  gloom  which  is  spread  over  all 
nature  before  a  storm,  is,  in  the  highest  degree, 
sublime.  A  blaze  of  light  unmixed  with  shade, 
on  the  same  principle,  tends  to  the  same  effect  j 
and,  accordingly,  Milton  has  placed  light  in  its 
most  glorious  brightness  as  an  inaccessible  bar- 
rier round  the  throne  of  the  Almighty. 

Simplicity,  and  its  opposite,  intricacy,  when 
on  a  large  scale  (such  an  intricacy  as,  from  the 
number  of  its  parts,  becomes  incomprehensible), 
are  sublime.    Raffael's  cartoons  are  simply  sub- 

*  Revel.  V.  8—14.;  xiv.  1—3.;  xv.  2 — 4.;  xix.  1—6. 

f  Milton's  Paradise  Lost,  book  iii.  344, 
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lime  ;  Martin's  Belshazzar's  Feast  is  a  specimen 
of  sublime  intricacy.    The  large  portico  of  the 
Grecian  Parthenon,  or  the  long  arcade  of  the 
Roman  Aqueduct,  illustrate  simple  grandeur*; 
and  the  Gotliic  cathedral  is  an  example  of 
sublimity  resulting  from  a  vast  assemblage  of 
parts.    In  music,  the  great  compass  of  notes 
employed  in  a  full  orchestra  conveys  an  idea  of 
vastness  undefined.    A  uniform  succession  of 
major  chords,  the  most  agreeable  of  all  sounds, 
resembles  a  blaze  of  light ;  while  the  unintel- 
ligible combination  of  extraneous  discords  con- 
veys a  feeling  like  that  caused  by  darkness. 
The  clearness  of  harmony  in  the  madrigal  of 
many  voices,  or  in  the  full  anthem,  and  the  deep 
science  of  the  organ  fugue  produce  sublimity 
from  seemingly  opposite  causes  ;  as  also  a  passage 
performed  by  many  voices  or  instruments  in 

*  Several  words  are  here  used,  for  the  sake  of  variety,  to 
denote  the  sublime  style  which  are  not  strictly  synonymous. 
Sublimity,  elevation,  and  loftiness  are  so ;  but  grandeur  and 
magnificence  imply  something  of  splendour  and  agreeable 
attraction.  The  military  man  well  knows  the  difference 
between  the  grandeur  of  a  parade  and  the  sublimity  of  a 
battle.  The  choruses  of  Haydn,  Mozart,  and  Beethoven  are 
frequently  magnificent,  but  seldom  sublime. 
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unisons  or  octaves,  and  one  in  full  and  florid 
counterpoint. 

Pathetic  expression,  which  will  be  treated  of 
more  fully  hereafter,  is  not  confined  to  any  one 
of  the  three  styles,  but  is  most  analogous  to  the 
ornamentaL  In  painting  or  sculpture,  sorrow 
robs  the  countenance  of  dignity  and  beauty, 
but  is  conducive  to  picturesque  elFect- 

Beauty,  in  all  the  arts,  is  the  result  of  softness, 
smoothness,  delicacy,  smallness,  gentle  undu- 
lations, symmetry,  and  the  like.  When,  there- 
fore, in  music  the  melody  is  vocal  and  flowing, 
the  measure  symmetrical,  the  harmony  simple 
and  intelligible,  and  the  style  of  the  whole  soft, 
delicate,  and  sweet,  it  may  with  as  much  pro- 
priety be  called  beautiful,  as  a  small,  perfect, 
Grecian  temple,  or  a  landscape  of  Claude 
Lorraine. 

The  ornamental  style  is  the  result  of  rough- 
ness, playful  intricacy,  and  abrupt  variations. 
In  painting,  splendid  draperies,  intricate  archi- 
tecture, gold  or  silver  cups  and  vases,  and  all 
such  objects  are  ornamental ;  aged  heads,  old 
hovels,  cottages,  or  mills,  ruined  temples  or 
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castles,  rough  animals,  peasants  at  a  fair,  and 
the  Uke,  ai'e  picturesque.  In  music,  eccentric 
and  difficult  melody  ;  rapid,  broken,  and  varied 
rhythm  ;  wild  and  unexpected  modulation,  in- 
dicate this  third  style. 

The  three  styles  are  seldom  found  distinct. 
A  mixture  of  the  sublime  and  beautiful,  though 
at  first  it  might  seem  incompatible  with  the 
opposite  nature  of  their  characters,  is  sometimes 
found.  The  wisdom  of  Minerva's  countenance, 
and  the  majesty  of  Juno's,  did  not  prevent  their 
being  candidates  for  the  prize  of  beauty,  though 
it  was  probably  the  cause  of  their  losing  it.  In 
music,  when  the  melody  is  simple  and  slow,  the 
harmony  full  and  plain,  and  the  expression  chaste 
and  solemn,  it  will  be  as  difficult  to  deny  the 
combined  existence  of  the  sublime  and  beautiful 
as  to  determine  which  predominates.  Such  a 
combination  forms  one  of  the  higher  walks  of 
our  art. 

The  sublime  and  ornamental  may  be  combined, 
as  in  the  landscapes  of  Reubens  and  Gaspar. 
This  is  closely  analogous  to  the  intricate  grandeur 
already  described  ;  and  it  is  illustrated  in  music 
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by  those  choruses  in  which  the  voices  are  dig- 
nified, and  the  accompaniments  varied  and 
playful. 

Beauty  and  ornament  are  still  more  fi:equently 
blended.    **  The  sublime  by  its  solemnity  takes 

off  from  the  loveliness  of  beauty."  *  The 
ornamental  style  corrects  the  languor  of  beauty 
**  and  the  horror  of  sublimity,  but  renders  their 
**  impression  less  forcible.  It  is  the  coquetry  of 
"  nature ;  it  makes  beauty  more  amusing,  more 

varied,  more  playful,  but  also 

"  Less  winning  soft,  less  amiably  mild." 

In  music,  wherever  there  is  flowing  and  elegant 
melody,  with  playful  and  ingenious  accompani- 
ment, this  union  must  be  apparent }  it  forms  the 
leading  characteristic  of  modern  music. 

The  three  styles  may  also  be  found  blended, 
though  rarely  without  a  sensible  predominance 
of  that  in  which  the  composer  excels,  or  that 
which  is  the  favourite  style  of  the  age  in  which 
he  lives. 


*  Price  on  the  Picturesque. 
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Let  us  next  consider  the  rank  and  value  of 
these  styles,  as  the  basis  on  which  all  the 
elements  of  musical  criticism  may  safely  be 
established. 

The  rank  and  value  of  each  style  are  deduced 
from  a  consideration  of  the  mental  labour  em- 
ployed in  their  formation,  and  the  mental  ca- 
pacities required  for  the  comprehension  and 
enjoyment  of  them.  From  the  time  of  Longinus, 
at  least,  who  wrote  on  the  subject  in  the  early 
part  of  the  third  century,  the  invention  of  what- 
ever is  sublime  has  been  esteemed  the  greatest 
effort  of  the  human  mind.  This  style,  which 
is  emphatically  denominated  the  elevated,  the 
lofty  style,  may  well  be  called  the  highest  walk 
of  any  art.  But  whether  we  regard  this,  with 
Sir  Joshua  Reynolds,  as  including  the  beautiful, 
or,  with  Uvedale  Price,  divide  the  whole  into 
three  styles,  the  lowest  and  least  estimated  is 
the  ornamental.  The  Vvell  known  rebuke  from 
his  master  of  the  young  Grecian  painter,  for 
having  decked  his  Helen  with  ornaments,  be- 
cause he  had  not  the  skill  to  make  her  beautiful, 
is  a  striking  illustration  of  the  inferiority  of  this 
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style.    Difficult  as  execution,  in  music  or  iii 
painting,  may  appear  to  the  ignorant,  it  is  held  in 
comparative  contempt  by  those  who  seek  for  the 
forms,  or  the  sounds,  that  can  only  be  produced 
or  enjoyed  by  the  mind.    We  say,  then,  with  Sir 
Joshua  Reynolds,  that  the  highest  walk  of  the 
art  is  the  sublime,  and  the  lowest  walk  of  the 
art  is  the  ornamental.    But  if,  with  Burke,  we 
separate  the  sublime  and  beautiful  into  two 
styles,  which  shall  we  prefer  ?  —  Surely  the 
sublime,  as  requiring  most  mind  in  the  person 
gratified,  and  in  the  author  of  the  gratification. 
The  mental  operations  required  for  writing  an 
epic  poem,  designing  a  cathedral,  painting  a 
storm,  or  composing  a  full  chorus,  must  be 
greater  and  more  extraordinary  than  those  which 
produce  a  sonnet,  a  shrine,  a  miniature,  or  an 
ariette.    Why  was  the  lecturer  in  a  sister  art  so 
anxious  to  impress  on  his  pupils  the  merits  of 
Michael  Angelo  ?    Not  because  he  is  generally 
allowed  to  be  the  most  pleasing  of  painters  j  not 
because  he  is  the  last  painter,  or  the  favourite  of 
the  present  day  5  but  because  he  excelled  all 
others  in  the  sublime  style  —  the  pure  sublime, 
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not  including,  in  this  case,  beauty.  How  many 
would  pass  by  his  productions  who  would  ad- 
mire, and  duly  appreciate,  the  truth  of  Wilkie, 
or  the  minuteness  of  Ostade  !  Many  turn  from 
the  vast,  the  incomprehensible,  the  awful,  the 
terrific,  to  find  a  milder  gratification  from  that 
which  soothes  and  tranquillises  the  mind.  A 
still  greater  number  seek  for  amusement  and 
delight  from  the  wit  and  humour  of  the  lowest 
style.  A  multitude  may  be  satisfied  with,  and 
even  prefer,  caricatures.  A  child,  a  savage,  the 
weakest  mind,  may  be  charmed  with  beauty  of 
any  sort,  in  nature  or  art  —  distant  views,  soft 
scenery,  delicate  objects,  shells,  flowers,  minerals, 
insects,  elegant  buildings,  apartments,  or  gar- 
dens ;  v/hile  the  same  mind  would  perceive 
nothing  but  terror  in  the  storm,  danger  in  the 
precipice,  desolation  in  the  ruin,  poverty  in  the 
hovel,  and  barrenness  in  the  rocky  mountain. 
Some  minds  may,  however,  feel  what  is  forcibly 
striking  and  grand,  while  the  less  obtrusive 
merits  of  the  pure  sublime  will  not  appear  to 
them  to  have  any  effect.  Pope,  Scott,  and  Byron 
have  charms  for  all  readers.    Milton  is  compre- 
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hended  by  few;  and  that  few  can  remember 
how  long  it  was  before  they  could  perceive  his 
excellence.  The  mind  itself  must  expand  before 
it  can  comprehend  what  is  so  vast.  Admir- 
ation, wonder,  awe,  and  even  terror  are  produced 
in  the  mind  by  the  sublime  style  ;  beauty  pleases, 
soothes,  and  enamours  ;  ornament  dazzles,  de- 
lights, amuses,  and  awakens  curiosity.  Will  it 
not,  then,  be  readily  granted  that  the  value  of 
any  style,  singly,  or  predominating  if  combined, 
may  be  ascertained  by  the  nature  of  its  im- 
pressions ?  To  be  amused  and  delighted  is  a 
meaner  enjoyment  than  that  of  being  soothed 
and  charmed ;  while  both  are  less  noble  to  the 
mind  than  feeling  itself  elevated  and  expanded. 
The  humorous  incidents  of  a  drama  make  men 
laugh ;  the  tender  and  happy  parts  excite  the 
smile  of  approbation :  but  the  tragic  scenes 
petrify  them  into  silent,  serious,  breathless  at- 
tention. The  superiority  of  the  tragedy  over 
the  comedy,  and  of  both  over  the  farce,  is  there- 
fore obvious,  though  the  majority  of  every  au- 
dience should  deny  the  statement.  Illustrations 
out  of  all  the  arts  might  easily  be  multiplied. 
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In  Grecian  architecture  the  Doric,  Ionic,  and 
Corinthian  orders  are  respectively  in  the  sub- 
lime, beautiful,  and  ornamental  styles.  Show 
them  to  the  world  —  the  bending  acanthus,  the 
rich  entablature,  and  the  light  proportions  of  the 
Corinthian  will  be  instantly  preferred  by  the 
majority  5  the  cfiaste  elegance  and  simplicity  of 
the  Ionic  will  charm  others ;  w^hile  the  massive 
strength  and  bold  outline  of  the  Doric  will  be 
left  to  the  admiration  of  the  remaining  minority. 
Show  them,  again,  the  sacred  edifices  of  the 
twelfth,  thirteenth,  and  following  centuries  in  this 
kingdom.  Some  would  venerate  and  admire  the 
ponderous  strength  of  the  massive  columns  and 
impenetrable  walls  of  the  Norman  fabrics.  More, 
thinking  these  heavy  and  barbarous,  would  pre- 
fer the  lighter  shafts  and  aspiring  arches  of  the 
early  pointed  style  ;  while  the  many  would  be 
dazzled  and  delighted  with  the  lofty  spires  and 
pinnacles,  and  the  rich  tracery  in  the  roofs  and 
windows,  of  the  decorated  style  ;  and  even  more 
so,  perhaps,  with  the  superabundance  of  orna- 
ment in  the  perpendicular  style,  which  was  the 
sure  indication  of  the  decline  of  the  art. 
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The  student  has  now  obtained  a  rule  for  dis- 
covering and  appreciating  the  value  of  any  piece 
of  music,  by  observing  the  effect  of  its  style,  or 
of  its  predominant  style,  on  real  judges.  It  is 
sublime  if  it  inspires  veneration,  beautiful  if  it 
pleases,  ornamental  if  it  amuses.  Whoever,  then, 
were  the  greatest  composers  of  the  sublime  style, 
they  are  to  be  regarded  as  treading  in  the  highest 
walks  of  the  art ;  those  of  the  beautiful  occupy 
another  inferior  stage  near  the  summit ;  but 
those  of  the  ornamental  are  far  below.  When 
two  of  these  styles  are  combined,  a  union  of 
the  sublime  and  beautiful  ranks  first,  one  of  the 
sublime  and  ornamental  next,  and  one  of  the 
beautiful  and  ornamental  last ;  and  when  all 
are  combined,  the  predominance  of  any  one  over 
the  others  must  be  regarded  with  a  reference  to 
its  own  peculiar  value.  Such  a  combination  of 
the  three  as  preserves  their  due  subordination, 
not  permitting  the  beautiful  to  take  precedence 
of  the  sublime,  or  the  ornamental  of  either  of 
the  others,  deserves  the  highest  praise. 

When  these  styles  prevailed,  and  who  thes^ 
composers  were,  shall  be  considered  hereafter. 
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CHAP.  III. 

ON  MUSICAL  EXPRESSION. 

Previous  to  the  application  of  the  foregoing 
general  principles,  and  the  attempt  to  show 
when  these  styles  prevailed,  and  who  were  the 
greatest  masters  in  each,  it  will  be  necessary  to 
detain  the  student  on  another  subject  of  consi- 
derable importance  — that  of  musical  expression. 

In  extolling  the  descriptive  powers  of  our  art, 
many  writers  have  exceeded  the  truth,  making 
it  capable  of  what  it  really  cannot  achieve. 
Composers,  encouraged  by  these  praises,  have 
become  more  daring  than  their  predecessors, 
and  have  drawn  upon  themselves  the  censure 
not  merely  of  sound  musical  judges,  but  of 
others,  ignorant  of  the  art,  and  only  guided  by 
common  sense,  **  who,  though  deaf  to  the 
"  charms  of  music,  are  not  blind  to  the  absur- 
"  dity  of  musicians."  *  The  union  of  music 
*  Dr.  Beattie. 
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with  poetry  (making  vocal  music)  has  been  one 
fruitful  source  of  these  exaggerations.  Praise 
due  to  the  poetry  alone  has  thus  been  bestowed 
on  the  music.  Let  the  poetry  cease  altogether, 
or  be  in  an  unknown  tongue,  and  then  see 
whether  music  can  build  the  walls  of  a  city,  or 
civilise  a  savage  race.  Music  has  been  called 
the  language  of  nature ;  but  it  is  a  very  imper- 
fect language  ;  it  is  all  adjectives  and  no  sub- 
stantives. It  may  represent  certain  qualities  in 
objects,  or  raise  similar  affections  in  the  mind  to 
what  these  objects  raise,  but  it  cannot  delineate 
the  objects  themselves.  It  conveys  no  imagery ; 
and  cannot  even  discriminate  very  accurately 
between  the  affections  it  does  command.  It 
may  speak  of  something  serene,  joyous,  wild, 
tender,  grave,  melancholy,  troubled,  agitated, 
or  pathetic;  but  without  poetry  lends  her  aid 
we  remain  ignorant  of  what  that  thing  may  be. 
An  argumentative  writer  tells  us,  that  "  the 
"  fittest  subjects  for  imitation  are  all  such  things 
"  as  are  characterised  by  motion  and  sound. 

Motion  may  be  either  slow  or  swift,  even  or 
"  uneven,  broken  or  continuous  ;  sound  may  be 

either  soft  or  loud,  acute  or  grave.  Wherever, 
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"  therefore,  any  of  these  species  of  motion  or 
**  sound  may  be  found  in  an  eminent  degree, 
**  there  will  be  room  for  musical  imitation.  The 

glidings,  tossings,  and  murmurings  of  water, 
"  the  bellowing  of  a  storm,  and  the  confusion  of 
"  a  battle,  are  all  capable  of  being,  in  some 

degree,  imitated  in  music.'^  And  again,  he 
says,  "  Music  is  a  modification  of  sound,  and 
"  rhythm  is  the  time  or  motion  of  that  sound  5 
**  musical  sounds,  therefore,  may  resemble  other 

sounds,  and  musical  motion  other  motion."  * 
Let  the  piece  be  unaccompanied  by  words  or 
title,  and  the  gliding,  tossing,  bellowing,  and 
confusion  will  neither  represent  water,  a  storm, 
or  a  battle.  Handel  has  but  one  and  the  same 
favourite  soothing  melody  to  express  the  mur- 
murings, or  perhaps  the  undulations,  of  a  flow- 
ing stream  t,  the  repose  of  the  dead  t,  the  beauty 
of  the  queen  §,  and  the  softness  of  spring.  ||  In 

*  See  Harris's  Three  Treatises. 

f  Last  song  and  last  chorus  in  Acis  and  Galatea. 

j:  "  I  know  that  my  Redeemer  liveth." —  The  Messiah. 

§  "  Upon  thy  right  hand  did  stand  the  Queen,"  "  My 
heart  is  inditing." —  Cor,  Anth. 

II  Recit.  in  Joshua,  preceding  the  song,  "  Hark !  'tis  the 
linnet." 


47 

another  place,  where  waves  were  to  be  depicted, 
and  the  roaring  of  a  giant,  but  one  passage  is 
used.  *  The  poet  says  well  of  this  composer, 
that 

Jove's  own  thunders  follow  Mars's  drums."  f 

But  the  drums  are  obliged  to  represent  some- 
times one  and  sometimes  the  other. 

The  student  has  learned  that  awe,  complacency, 
and  amusement,  are  severally  caused  by  the  sub- 
lime, beautiful,  and  ornamental  styles,  t  Pain  and 
pleasure  are  awakened  by  the  use  of  the  minor  and 
major  keys,  of  their  appropriate  concords  and  dis- 
cords, and  of  the  chromatic  and  diatonic  scales. 
The  major  key  is  more  agreeable  to  the  ear  than 
the  minor,  and  the  diatonic  scale  and  discords  than 
the  chromatic.  In  the  diatonic  scale  there  are 
fewer  semitones  than  in  the  chromatic,  and  those 
further  apart.  The  triads  of  the  major  key  are 
the  same  with  the  perfect  chords  formed  by  any 
note  with  its  five  principal  harmonics,  and  are 
therefore  as  much  a  part  of  nature  as  light  itself, 


*  "  Wretched  Lovers." — Acts  and  Galatea, 

f  Pope.  j:  See  the  preceding  Chapter. 
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or  the  colours  into  which  it  may  be  refracted. 
Again,  if  two  notes  of  the  triad  are  accurately 
sounded  by  two  voices  or  instruments,  a  third 
sound,  belonging  to  the  same  triad,  is  formed  in 
the  ear  by  the  coincidence  of  the  vibrations.  If 
C  and  E  are  produced  in  the  treble  clef,  the  G 
below  is  heard  ;  and  if  E  and  G,  C  below.  But 
the  minor  key  consists  partly,  and  sometimes 
wholly,  of  minor  triads.  Now,  the  minor  triad 
is  not,  like  the  major,  a  part  of  nature ;  nor 
will  two  of  its  sounds  generate  a  third  :  conse- 
quently, it  is  less  agreeable  than  the  major ;  its 
minor  third  seems,  like  the  string  which  sounds 
it,  to  have  been  relaxed  and  depressed  from  the 
more  agreeable  and  natural  major  third.  While 
the  chromatic  scale,  abounding  in  semitones,  and 
its  discords  containing  minor  and  extreme  flat  and 
sharp  intervals,  approaches  nearer  to  the  cries  and 
bowlings  of  men  or  animals  in  distress,  to  the 
whistling  of  the  wind,  and  to  other  confused  and 
indistinct  noises,  than  the  diatonic  scale.  The 
major  key,  therefore,  when  unincumbered  with 
chromatic  passages,  is  a  great  source  of  calm 
satisfaction  to  the  mind;  it  causes  serenity. 
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By  serenity  I  do  not  mean  indifference,  but  that 
tranquil  pleasure  which  ever  results  from  the 
contemplation  of  the  beautiful  style.  Some 
pleasure  also  accompanies  the  awe  and  the  pain 
occasioned  by  the  sublime  and  the  pathetic. 
Much  also  depends  upon  the  manner  of  per- 
forming any  passage.  The  same  notes  which, 
when  rendered  by  a  few  soft  voices,  we  pro- 
cHounce  beautiful,  acquire  somewhat  of  the  sub- 
lime by  increasing  the  number  of  the  performers, 
though  still  very  soft;  but  if  loud,  the  character 
is  totally  changed,  and  the  beautiful  disap- 
pears. * 

:  Clearness  of  harmony  likewise  conduces  to 
serenity ;  the  attention  is  less  fatigued  than  by 
what  is  complicated  and  unintelligible.  Sym- 
metrical rhythm,  in  moderate  time,  also  con- 
duces to  the  same  effect.  By  increasing  the 
velocity,  joy  and  delight  are  kindled.  Long 
accented  notes,  with  short  unaccented  ones  foh 

*  In  Handel's  Hallelujah  Chorus,  the  notes  to  the  words, 
The  kingdoms  of  this  world,"  when  performed  soft,  are 

beautiful ;  but  when  repeated  loud,  and  with  the  full  band, 

are  sublime. 
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lowing,  convey  an  idea  of  iirmness  and  majesty. 
Very  slow  notes  belong  to  sublimity,  and  very 
rapid  ones  to  ornament.  Broken  and  varied 
measure  is  properly  used  for  indecision,  as  in 
the  song  of  Jealousy,  — 

"  Of  different  themes  the  veering  song  was  mix'd,  — 

"  And  now  it  courted  Love ;  now,  raving,  call'd  on  Hate,"  * 

The  poignancy  of  grief  in  the  minor  mode  is 
much  increased  by  the  agitated  rhythm  render- 
ing that  confused,  or  mysteriously  grand,  which 
in  the  uniform  measure  would  only  have  been 
melancholy. 

But  if  it  be  demanded  whether  this  is  the  use 
always  made  of  the  major  and  minor  keys,  I  am 
compelled  to  own  that  it  is  not.  Many  excep- 
tions to  the  rule  may  be  found  in  the  works  of 
the  great  masters,  Handel  has  set  words  to  the 
minor  key  which  seemed  to  require  the  major,  t 
The  minor  key  of  itself  confers  an  expression  of 
seriousness  and  dignity,  and  is  frequently  on 
that  account  adopted  by  second-rate  composers. 

*  CoUins's  Ode  to  the  Passions,  set  to  music  by  Dr.  Cooke. 
■f     How  beautiful  are  the  feet !" — "  Thou  art  gone  up 
on  high."  —    If  God  be  for  us." 
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But  Handel  was  not  of  this  description.  He 
probably  adopted  the  minor  key  merely  for  the 
sake  of  contrast  to  the  pieces  which  preceded 
and  followed.  Thus  the  Italian  painter  consi- 
dered "  una  nevola  che  jpassa^^^  a  sufficient  ex- 
cuse for  having  thrown  a  shade  over  one  of  his 
figures  that  he  did  not  wish  to  be  too  prominent.  ^ 
Sometimes,  also,  he  adopted  the  major  key  for 
words  of  a  sorrowful  cast.  Contrast  may  ac- 
count for  this  also ;  and,  indeed,  a  succession  of 
pieces  in  the  minor  would  be  yet  more  fatiguing 
than  in  the  major  key. 

The  general  effect  of  the  oratorio  t  is  im- 
proved by  these  contrasts ;  but  had  the  pieces 
been  composed  separately  they  would  probably 
have  been  differently  treated.  Observe  in  the 
recitative,  "  For  behold,  darkness  shall  cover  the 
earth,'*  and  in  the  air  which  follows  it,  how 
carefully  the  author  has  assigned  the  minor  key 
to  the  words  which  speak  of  darkness,  and  the 
major  to  those  of  light.    The  one  is  set  oS'  by 

*  "  Quam  multa  vident  pictores,  in  umbris,  et  in  eminentia, 
quae  nos  non  videmus."  —  Cicero, 
f  The  Messiah. 
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the:  other,  like  the  bright  gleam  of  sunshine  in  a 
storm,  which  seems  more  brilliant  than  when  the 
whole  landscape  is  illuminated:  and  this,  per- 
haps, is  the  reason  why  the  minor  key  is  pre- 
ferred by  many  lovers  of  music  —  not  because  it 
is  more  agreeable,  but  that  it  is  a  foil  to  the 
major  key,  and  makes  that  more  attractive. 
■  In  some  cases,  however,  sorrow  is  not  meant 
by  the  composer  where  the  words  may  at  first 
seem  to  require  it.  In  the  song,  "  He  was  de- 
spised,"  love  to  the  Saviour,  rather  than  pity 
for  his  sufferings,  seems  intended.  And  in  the 
movement,  All  we  like  sheep  have  gone 
^«  astray,"  sorrow  for  sin  was  not  what  the  au- 
thor aimed  to  excite,  but  he  attempted  to  depict 
the  thoughtless  dispersion  and  careless  wander- 
ing of  silly  sheep,  each  seeking  pleasure  its  own 
way.  But  the  practice  of  disregarding  the  na- 
tural effects  produced  by  the  major  and  minor 
keys,  is  by  no  means  peculiar  to  this  author. 
Instances  of  it  are  afforded  by  the  greatest  mas- 
ters of  the  Italian  school,  both  ancient  and 
tnodern.  Sentiments  of  the  most  intense  pathos 
are  rendered  by  music,  which  we  should  deno- 


minate  beautiful.  Burke  remarks,  that  the 
affection  produced  by  the  beautiful  approaches 
nearer  to  melancholy  than  to  joy,  according  with 
our  bard  *,  who  says,  "  I  ne'er  am  merry  wheri 
I  hear  sweet  music."  ' 
But  the  Italians  are  justly  accused  of  having 
less  expression  and  pathos  than  the  Germans. 
We  may  instance  a  song  by  the  elegant  Hasse  t, 
Pallido  il  sole,"  the  words  of  which  describe 
the  sun  pale,  the  sky  lowering,  troubles  threaten- 
ing, and  death  preparing  to  strike.  Yet  the  key 
is  major,  the  time  moderate,  the  melody  flow- 
ing, the  expression  soft,  the  harmony  clear,  the 
rhythm  uniform,  and  the  effect  of  the  whole 
such  as  would  excite  in  a  hearer  unacquainted 
with  its  words,  nothing  short  of  unmixed  de- 
light. "  O  quam  tristis  et  afflicta ! "  in  the 
Stabat  Mater  of  Pergolesi,  and  almost  all  the 
opera  songs  by  Sacchini,  Sarti,  Paisiello,  &c.  are 
of  this  description.    This  error  is  not  peculiar 

*  Shakspeare.  . 
f  Hasse  was  a  German  by  birth,  but  is  always  considered 
as  an  Italian  composer,  as  he  wrote  in  the  Italian  style.  : 
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to  our  own  art.  **  Guido/'  says  Sir  Joshua 
Reynolds,  **  from  want  of  choice  in  adapting 
"  his  subject  to  his  ideas  and  powers,  or  from 
"  attempting  to  preserve  beauty  where  it  could 
"  not  be  preserved,  has,  in  this  respect,  suc- 
"  ceeded  very  ill.  His  figures  are  often  engaged 
"  in  subjects  that  required  great  expression  ;  yet 
"  his  Judith  and  Holofernes,  the  daughter  of 
"  Herodias  with  John  the  Baptist's  head,  the 
"  Andromeda,  and  some  even  of  the  mothers  of 
"  the  innocents,  have  little  more  expression  than 
"  his  Venus  attired  by  the  Graces."  In  the 
above  passage  the  real  motive  is  hinted  :  it  was 
to  preserve  beauty.  The  violent  passions  of 
grief,  and  even  joy,  were  destructive  of  beauty  j 
there  are,  therefore,  but  few  antique  statues 
which  have  not  tranquil  features.  And  thus  the 
Italian  composers,  finding  themselves  unrivalled 
in  the  beautiful  style,  became  enamoured  of  it  j 
and  considered  it  as  alone  sufficient  to  constitute 
perfection.  They  accordingly  threw  aside  the 
science  which  they  themselves  had  invented, 
abhorring  canons,  fugues,  and  learned  contriv- 
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ance,  (on  which  they  bestowed  the  term  "  sce- 
"  lerata,'')  avoiding  all  but  the  simplest  discords, 
and  even  the  minor  key  itsel£ 

Another  imperfection  in  musical  expression  is 
its  incapability  of  rendering  the  negative  asser- 
tion, or  the  absence  of  the  thing  described.  In 
setting  the  words,  "  When  thou  hadst  overcome 
"  the  sharpness  of  death,"  which  is  the  musical 
composer  to  lay  hold  of?  He  cannot  convey 
an  idea  of  "  overcome  j  "  he  therefore  adapts 
the  expression  sharpness  of  death"  to  appro- 
priate discords.*  Great  musicians  have  been 
censured  for  this.  But  would  not  orators  do  the 
same  in  their  way  of  pronouncing  these  words  ? 
"  Let  the  shrill  trumpet  cease"  is  a  sentence 
which  absolutely  forbids  a  trumpet  to  sound 
immediately,  —  which  would,  indeed,  be  as 
ridiculous,  as  to  begin  with  a  drum  when  the 
poet  says,  "  Not  a  drum  was  heard  j "  but  that 
the  voice  in  singing  these  words  should  use  the 
scale  of  the  trumpet,  would  only  seem  to  show 

*  Handel's  Dettingen  Te  Deum,  and  that  for  the  Peace  ol 
Utrecht. 
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that  the  singer  was  thinking  of  what  was  said.* 
In  the  chorus  — 

"No  more  to  Amnion's  god  and  king, 

"  Fierce  Moloch,  shall  our  cymbals  ring, 

"  In  dismal  dance  around  the  iiirnace  blue  f,"  — 

the  composer  was  perfectly  right  in  representing 
these  unhallowed  orgies  by  descriptive  music, 
notwithstanding  the  two  first  words  of  the 
sentence. 

Other  imperfections  in  musical  expression  re- 
quire to  be  noticed.  "  To  express/'  says  Dr. 
Beattie,  "  the  local  elevation  of  objects  by  what 
"  we  call  high  notes,  and  their  depression  by 
"  low  or  deep  notes,  has  no  more  propriety  than 

any  other  pun.  We  call  notes  high  or  low 
"  with  respect  to  their  situation  in  the  written 
"  scale.  There  would  have  been  no  absurdity 
"  in  expressing  the  highest  notes  by  characters 
"  placed  at  the  bottom  of  the  scale,'*  or  the 
reverse,  "  if  custom  or  accident  had  so  deter- 

*  Last  part  of  <^  O  lovely  Peace."  —  Judas  Macchaboeus* 
\  First  chorus  in  Jephtha. 
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mined.    And  there  is  reason  to  think  thaf 
something  like  this  actually  obtained  in  the 
^*  musical  scale  of  the  ancients;  at  least  it  is 
"  probable,  that  the  deepest  or  gravest  sound 
**  was  called  summa,  and  the  shrillest  or  acutesf 
"  ima ;  which  might  be  owing  to  the  construc- 
*^  tion  of  their  instruments/'    No  person,  un- 
acquainted with  the  fact,  could  discover  that 
the  symphony  in  Haydn's  Creation,  which  pre- 
cedes the  description  of  the  sun-rising,  was  in- 
tended to  portray  that  glorious  appearance. 
The  crescendo,  indeed,  of  the  loudness  aptly 
represents  the  gradual  increase  of  light.  But 
the  slow  progress  of  the  diatonic  scale  conveys 
no  idea  of  ascent  or  imperceptible  motion.  In 
censuring  Handel's  attempt  to  convey  the  idea 
of  the  sun  rising  and  then  standing  still  at  the 
command  of  Joshua,  Avison  *  has  made  his 
ridicule  turn  upon  the  composer's  endeavouring 
to  make  us  hear  what  could  only  be  seen.  But 
that  does  not  seem  to  be  the  chief  objection, 
which  is  rather  that  the  sun  is  an  individual  ob- 
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5S 

ject.  Light,  created  suddenly,  or  gradually  in- 
creasing, though  only  perceptible  by  the  sight> 
may  be  expressed  in  music  *,  or,  more  correctly, 
the  suddenness  or  the  gradation  of  some  sort  of 
increase  ;  for  light  cannot  be  represented,  much 
less  the  sun. 

But  when  composers  (however  eminent)  en- 
deavour to  represent,  by  musical  notes,  frogs 
hopping,  arrows  flying,  a  rainbow,  a  lamp  in  a 
high  tower,  the  depths  of  the  sea,  the  flight  of 
an  eagle,  great  whales,  crawling  worms,  tigers 
bounding,  the  paces  of  the  stag  and  horse,  flakes 
of  snow,  forked  lightning,  a  dog  running  over 
the  fields,  the  report  of  the  gun  t,  and  the  fall 
of  the  wounded  bird,  we  surely  must  acknow- 
ledge that  they  have  exceeded  the  true  limits  of 
musical  expression. 

Another  species  of  imitation  in  music  remains 
to  be  noticed,  which  is  occasionally  used  with 

*  See  the  opening  of  Haydn's  Creation,  —  "  O  first  created 
beam" — (Samson),  and  the  last  scene  of  Weber's  Der 
Freischutz. 

•|-  The  report  of  the  gun,  as  being  a  sound,  is  perhaps  the 
least  exceptionable  of  these  imitations,  but  even  that  is  too 
minute  for  musical  expression. 
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great  success  :  the  imitatian  of  sounds,  whether 
those  which  are  unmusical  — as  thunder,  cannon, 
birds,  the  roar  or  murmur  of  waters,  the  cries  of 
distress  or  pain,  the  whistUng  of  the  wind  ;  — or 
those  which  are  musical — as  the  tolling  or  ring- 
ing of  bells,  or  of  certain  instruments,  which,  by 
their  tone  and  scale,  and  the  music  peculiar  to 
them,  convey  the  idea  of  the  miUtary,  pastoral, 
or  sacred  styles.    Dr.  Beattie,  from  whom  I  have 
already  quoted  many  excellent  sentiments,  has 
the  following  passage  on  this  subject,  with  which 
I  cannot  agree,  and  which  I  think  liable  to  be 
made  the  foundation  of  erroneous  principles  :  — 
"  A  flute,  a  hautboy,  or  a  bagpipe,  is  better 
"  adapted  to  the  purposes  of  rural  music  than  a 
"  fiddle,  an  organ,  or  a  harpsichord,  because 
"  more  portable,  and  less  liable  to  injury  from 
"  the  weather.    Thus  an  organ,  on  account  of 
its  size  and  loudness,  requires  to  be  placed  in 
"  a  church,  or  some  large  apartment  5  thus  vio- 
"  lins  and  violoncellos,  to  which  any  degree  of 
"  damp  may  prove  hurtful,  are  naturally  adapted 
"  to  domestic  use ;  while  drums,  trumpets,  fifes, 
"  and  French  horns,  are  better  suited  to  the 
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"  service  of  the  field.  Hence  it  happens,  that 
f *  particular  tones  and  modes  of  music  acquire 
"  such  a  connection  with  particular  places,  oc- 
"  casions,  and  sentiments,  that  by  hearing  the 
^*  former  we  are  put  in  mind  of  the  latter,  so  a& 
"  to  be  affected  by  them,  more  or  less,  according 
"  to  the  circumstances.    The  sound  of  an  organ, 

for  example,  puts  us  in  mind  of  a  church,  and 
"  of  the  affections  suitable  to  that  place  ;  military 
"  music,  of  military  ideas  ;  flutes  and  hautboys, 
"of  the  thoughts  and  images  of  rural  life.'* 
Thus  there  is  between  these  kinds  of  music  and 
the  ideas  they  excite  "  only  an  accidental  con- 
"  nection,  formed  by  custom,  and  founded  rather 
f«  on  the  nature  of  the  instruments  than  on  that 
"  of  the  music." 

Let  us,  then,  suppose  organs  and  piano-fortes 
portable :  would  they  suit  the  purposes  of  regu- 
lating the  step,  and  inspiring  courage  in  battle  ? 
Let  us  imagine  violins  to  be  so  improved  as 
not  to  be  affected  by  the  damp  :  would  the  line 
advance  to  **  the  jocund  rebeck's  sound  ?"  The  ' 
trumpet,  cymbal,  and  drum,  are  as  portable  as 
the  flute  and  bagpipe.    Why,  then,  do  not  shep- 
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herds  amuse  their  shepherdesses  and  flocks  with' 
these  deafening  instruments  ?    If  an  organ  were 
reduced  in  size,   and  a  piano-forte  rendered 
gigantic,  might  they  exchange  their  situations? 
It  is  clear  that  our  author  has  omitted  to  make 
the  provision,  that  the  instruments  should  be  cal- 
culated to  excite  devotion,  pleasure,  or  courage  ; 
and  also,  that  the  music  performed  on  them 
should  always  be  in  the  most  appropriate  style 
for  its  purpose.    But  is  our  author  right  in  what 
he  has  said  ?    Does  the  sound  of  the  organ 
always  put  us  in  mind  of  a  church  ?    If  it  did  in 
his  lifetime,  it  too  frequently  does  not  so  now. 
It  often  reminds  us  of  the  concert,  the  draw- 
ing-room, the  opera,  and  the  play-house,  even 
^hen  heard  in  a  church.    The  remote  sounds 
of  the  pealing  organ  are,  indeed,  sometimes  so 
blended  by  echoing  along  the  vaulted  roofs  of 
the  cathedral  and  cloister,  that  they  produce  the 
most  sublime  effects,  and  we  might  suppose  that 
the  style  of  the  music  is  that  which  we  call 
sacred  ;  but  a  nearer  approach  will  often  dis- 
solve the  charm.    We  shall  find  it  is  the  military, 
or  the  pastoral,  or  the  piano-forte  style,  which 
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is  used  for  the  voluntary.  Again,  hear  a  mili- 
tary band  on  parade  playing  the  soft  adagios  of 
Haydn,  Mozart,  and  Beethoven !  Though  a 
whole  host  of  armed  men  surround  you,  not  one 
military  idea  is  awakened.  Hear  the  same  band 
in  the  ball-room,  and  here  also  they  produce  no 
military  effect.  Oboes,  flutes,  and  flageolets  are 
not  properly  military  instruments,  yet  they  are 
added  to  augment  the  sound  of  the  band,  and, 
by  playing  the  same  music,  increase  its  effect. 
They  do  not  always  remind  us  of  pastoral  scenes. 
On  the  organ,  when  judiciously  played,  we  may 
distinguish  the  church  and  the  oratorio  styles.  On 
the  piano-forte,  though  all  styles  are  not  equally 
calculated  to  suit  its  peculiar  expression,  all  may 
be  distinctly  heard,  —  the  sacred,  the  military, 
the  pastoral,  the  concert,  the  opera,  and  its  own 
appropriate  style.  How  then  can  the  style  de- 
pend upon  the  instrument  alone  ?  The  piano- 
forte does  not  imitate  the  tone  of  the  organ,  of 
military,  or  of  pastoral  instruments.  The  limited 
scales  of  the  trumpet  and  horn,  indeed,  are  re- 
cognised when  notes  similar  to  harmonics  are 
used.    But  the  sacred,  the  military,  and  the 
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pastoral  styles  are  only  properly  so  called  wheri 
instantly  distinguishable  from  each  other,  if  per- 
formed on  the  piano-forte.    Whatever  is  slow 
and  grave  may  sound  well  if  performed  on  an 
organ ;  but  these  qualities  do  not  constitute 
sacred  music,  any  more  than  adagios^  pastorales, 
and  dances  performed  by  a  military  band,  how, 
ever  well  they  may  sound,  constitute  military 
music.    I  am  fully  aware  that  I  am  opposed  to 
the  majority  of  English  organists,  and  to  all 
foreign  musicians,  in  these  sentiments.  The 
practice  of  organists  shows  that  *'  The  praise 
"  and  glory  of  God "  is  not  so  much  thought 
of  as  their  own  reputation  for  execution  or  in- 
yention.    They  perform  on  the  organ  during 
divine  service  such  pieces  as  are  expressly  com- 
posed for  the  piano-forte,  concert,  or  theatre  ; 
or  pieces  which  do  not  differ  from  them  in  style. 
There  is,  then,  between  these  kinds  of  music 
and  the  ideas  they  excite  more  than  "  an  acci- 
"  dental  connection  5 "  and  it  depends  as  much, 
at  least,  on  the  nature  of  the  music  as  on  that 
of  the  instruments.    "  If  the  trumpet  give  an 
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**  uncertain  sound,  who  shall  prepare  hhnself  for 
M  the  battle?"* 

Musical  expression  is,  then,  more  limited  in 
its  powers  than  is,  perhaps,  generally  imagined,  t 
Music  cannot,  like  painting,  seize  on  a  parti- 
cular action,  and  represent,  with  minuteness,  all 
its  parts.  Like  poetry,  her  imitation  is  very 
inferior  to  that  of  painting.  Without  the  aid  of 
music,  poetry  is  necessarily  forced  to  waste  many 
of  her  richest  ideas  in  attempting  to  raise  the 
affections, — which,  when  united  to  music,  she 
finds  raised  already.  Without  the  aid  of  poetry, 
music  can  awaken  the  affections  by  her  magic 
influence,  producing  at  her  will,  and  that  in- 
stantly, serenity,  complacency,  pleasure,  delight, 
extacy,  melancholy,  woe,  pain,  terror,  and  dis- 
traction. She  can  remind  us  also  of  the  sacred, 
military,  and  pastoral  styles  ;  and  when  poetry 
would  speak  of  the  thunder-storm,  the  battle, 
the  howl  of  pain,  the  warbling  of  birds,  the  roar 
of  the  winds  or  the  waves,  the  breath  of  the 

*  1  Cor.  xiv.  8.  f  See'Harris's  Three  Treatises.  ' 
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zephyr,  or  the  murmuring  stream,  the  solemn 
curfew  or  the  merry  peal  of  bells,  music  can  by 
her  imitations  increase,  almost  infinitely,  the 
enjoyment  of  the  description. 
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CHAP.  IV. 

THE  RISE,  PROGRESS,  AND  DECLINE  OF  THE  ART, 

W^E  are  next  to  consider  when  these  styles  pre- 
vailed ;  and  by  viewing  the  result  of  this  enquiry 
apart  from  the  names  of  the  great  composers 
we  have  been  accustomed  to  admire,  we  shall 
more  readily  perceive  the  degree  of  credit  due 
to  the  deductions  which  follow  :  we  shall  be  in- 
duced to  own  that  criticism,  founded  on  prin- 
ciples common  to  all  the  fine  arts,  is  just  and 
free  from  prejudice^ 

In  all  cases  where  the  order  of  the  invention 
or  adoption  of  the  sublime,  beautiful,  and  orna- 
mental styles  can  be  ascertained,  we  find  the 
sublime  is  the  earliest,  and  the  ornamental  the 
latest ;  and  it  is  acknowledged  that  the  undue 
prevalence  of  the  ornamental  style  is  a  sure  in- 
dication of  the  decline  and  decay  of  any  art. 
It  was  thus  in  painting,  in  architecture  (both 
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Roman  and  Gothic),  and  in  sculpture,  which, 
indeed,  hardly  admits  the  presence  of  this  third 
style  in  any  degree. 

As  the  ancients  had  painting,  and,  perhaps, 
attained  to  considerable  proficiency  in  it,  so 
they  had  music  also,  of  which  we  know  but  very 
little.  As  painting  was  revived  by  Cimabue,  so 
our  art  was  revived  when  scientific  music,  or 
that  containing  harmony,  was  invented  in  the 
eleventh  century.  The  remains  of  the  real  music 
of  the  ancients  *  are  so  scanty,  that  I  can  only, 
on  the  present  occasion,  refer  the  student  to  two 
fragments  of  it,  which  are  in  a  simple  and  sub- 
lime style,  not  unlike  our  sacred  music,  t  Na- 
tional music  (or  that  which  has  been  tradition- 
ally preserved  in  various  nations,  the  authors  being 
generally  unknown)  is  also  supposed  to  be  the 
remains,  or  at  least  a  close  imitation,  of  the 

*  By  this  expression  is  meant  that  of  the  Greeks, 
Romans,  &c. ;  and  it  must  be  carefully  distinguished  from 
ancient  music,  which  means  that  of  the  sixteenth,  seven- 
teenth, and  early  part  of  the  eighteenth  centuries,  as  opposed 
to  modern  music. 

f  Burney's  History,  vol.  i.,  or  Specimens  of  Music,  by  the 
author,  vol.  i.  p.  14?. 
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music  of  the  ancients.  *  In  this  all  the  three 
styles  existed.  The  inventor  of  scientific  music  t 
had  all  these  before  him  ;  for,  however  uncertain 
the  dates  of  many  of  the  airs  may  be,  there  is 
no  question  as  to  the  existence  of  national  music 
anterior  to  the  use  of  harmony.  The  Hebrew 
chants,  for  instance,  noticed  by  Marcello  in  his 
Psalms  are  said  to  be  very  ancient.  They 
were  preserved  by  the  Spanish  and  German 
Jews  ;  — and  so  strongly  resemble  the  Persian 
service,  (which  is  also  likely  to  be  ancient)  that 
a  Hebrew  high  pri^est,  who  heard  the  latter  per- 
formed by  the  suite  of  the  Persian  caliph  on 
an  embassy  at  Petersburg,  was  highly  offended, 
thinking  it  was  done  in  derision  of  the  Jews. 
The  Chinese  §  are  so  remarkably  tenacious  of 
old  customs,  that  there  can  scarcely  be  a  doubt 
of  the  high  antiquity  of  their  airs,  or  of  those  of 
the  East  Indies,  though  we  do  not  indeed  sup- 
pose the  Monk  of  Arettino  was  acquainted  with 
these.    The  Greek  1|  air  called  Romeka  appears 


*  Specimens,  vol.  i.  f  Guido. 

■\.  Specimens,  vol.  i.  p.  15.       §  Specimens,  vol.  i.  p.  153. 
II  Specimens,  vol.  i.  145. 
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to  have  been  modernised  in  its  melody  and 
graces;  but  not  so  in  its  style  and  measure, 
which  were  suited  to  the  dance  which  has  been 
an  annual  commemoration,  from  time  immemo- 
rial, of  the  deliverance  by  Theseus  of  the  young 
Greeks  from  the  Minotaur  in  Crete.  *  The  airs 
of  the  bards  and  troubadours  were  performed  all 
over  Europe.  The  air  called  the  Hymn  of 
Roland  was  composed  before  the  battle  of  Hast- 
ings, being  sung  by  the  Conqueror's  army  as  it 
advanced :  and  the  Welsh  tunes  of  David  the 
Prophet  t  and  Sweet  Richard  were  deciphered 
from  a  Welsh  MS.  of  the  eleventh  century,  and 
were  probably  not  new  when  inserted.  These, 
then,  I  repeat,  in  their  various  styles,  together 
with  the  chants  which  had  existed  in  the  Chris- 
tian church  at  least  from  the  fourth  century, 
were  equally  open  to  the  adoption  of  the  in- 
ventor of  harmony.  In  national  music,  the 
military,  the  pastoral,  and  the  dance  styles  were 
distinct  and  appropriate.     The  difference  of 


*  1235  years  B.  C.  f  Specimens,  vol.  i.  p.  77,  78. 
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their  character  is  not  caused  by  age ;  they  will 
not  increase  in  sublimity  by  becoming  older ; 
they  will  not  become  suitable  to  sacred  subjects. 
The  chants  adopted  by  Guido  as  proper  for 
sacred  music,  were  the  Gregorian  and  the  Am- 
brosian  ;  and  these  are  said  to  have  been  de- 
rived from  the  sacred  music  of  the  heathen,  or 
perhaps  that  of  the  Jews.  Thus  many  of  the  in- 
ventions in  architecture,  usually  ascribed  to  the 
Greeks  and  Romans,  are  found  to  have  existed 
in  the  far  more  ancient  edifices  of  the  Egyptians. 
This  was  not,  therefore,  the  iavention  of  the 
church  style,  but  only  of  harmony  differing  from 
the  consecutive  4ths,  5ths,  and  8ves,  with  which 
their  chants  had  previously  been  accompanied, 
and  which,  if  simg  softer  than  the  melody, 
probably  produced  a  similar  effect  to  that  of 
certain  stops  in  the  organ,  which  seem  to  have 
had  their  origin  in  this  species  of  accompani- 
ment, which  was  called  organum.  *  These 
would  not  alter  or  destroy  the  character  of  the 

*  See  page  8.  and  9.;  also  Specimens,  vol.  ii.  p.  I. 
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chants  themselves,  which  were  sublime.  I  dwell 
upon  this,  because  it  is  a  common  error  to  sup- 
pose that  antiquity  alone  creates  the  veneration 
we  feel  for  church  music  ;  and  that  if  its  com- 
positions always  resemble  those  composed  a 
century  back,  this  will  alone  constitute  the  true 
sacred  style.  I  should  indeed  rejoice  if  all  com- 
positions less  than  a  century  old  were  at  present 
excluded  from  the  church  service.  But  looking 
into  futurity,  I  should  tremble  for  the  fate  of 
the  sacred  style,  if  modern  music  in  general,  or 
much  of  that  now  composed  for  the  church, 
were  to  be  adopted  even  a  hundred  years  hence. 
Few  productions  of  the  present  day  will  ever 
become  fit  for  divine  service  at  all.  The  rust 
of  antiquity  will  never  constitute  sublimity. 
Having  learned  the  comparative  value  of  the 
several  styles,  suppose  them  to  exist  when  they 
will,  let  not  the  musical  student,  with  some 
writers,  (to  whom  we  are  infinitely  indebted  for 
every  thing  but  their  musical  criticisms,)  imagine 
that  music  is  continually  improving ;  that  every 
age  is  superior  to  the  preceding  ;  and  that  every 
new  composer  is  greater  than  his  predecessor  : 
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such  a  taste,  indeed,  would  be  easily  acquired  *, 
and  of  no  worth  when  obtained. 

Ecclesiastical  music  in  the  middle  ages/' 
says  Dr.  Burney,  was  all  derived  from  the 
"  papal  chapel  and  court  of  Rome ;  counter- 
"  point  was  first  cultivated  for  their  use.  It 
**  travelled  thence  to  the  Hanseatic  towns  and 
"  the  Netherlands,  where  the  affluence  which 

flowed  from  successful  commerce  afforded 
"  encouragement  and  leisure  for  its  cultivation ; 
^*  till  about  the  middle  of  the  sixteenth  cen- 
"  tury,  when,  by  the  general  intercourse  that 
"  traffic  and  the  new  art  of  printing  introduced, 

all  the  improvements  in  harmony,  which  had 

been  made  in  Italy  and  the  Low  Countries, 
*«  were  communicated  to  every  other  part  of 

Europe,  which  not  only  stimulated  the  natives 
"  to  adopt  and  imitate  them,  but  to  improve 
"  and  render  them  more  perfect  by  their  own 
"  inventions  and  refinements."     And  as  long 

*  It  resembles  the  accomodating  politics  in  the  old  song 
of  the  "  Vicar  of  Bray."  It  is  displayed  in  the  daily  practice 
of  our  young  females  who,  on  entering  a  music  shop,  simply 
enquire  if  any  thing  new  is  published. 
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as  the  pure  sublime  style, — the  style  peculiarly 
suited  to  the  church  service,  —  was  cherished, 
which  was  only  to  about  the  middle  of  the  seven- 
teenth century,  we  consider  the  ecclesiastical 
style  to  be  in  a  state  worthy  of  study  and  imita- 
tion,— in  a  state  of  perfection.  But  it  has  been 
gradually,  though  not  imperceptibly,  losing  its 
character  of  sublimity  ever  since.  Improve- 
ments have  indeed  been  made  in  the  contexture 
of  the  score,  in  the  flow  of  melody,  in  the  ac- 
centuation and  expression  of  the  words,  in  the 
beauty  of  the  solo,  and  the  delicacy  of  the  ac- 
companiment. But  these  are  not  indications 
of  the  sublime.  Church  music  is  therefore 
on  the  decline*  Sublimity  is  the  highest  walk 
of  our  art  as  of  every  other.  Our  art  is,  there- 
fore, on  the  decline* 

The  motett  and  the  madrigal  were  next  in- 
vented. Here  was  sublimity  combined  with  a 
considerable,  and  perhaps  equal  portion  of 
beauty.  This  then  formed  a  lofty,  though  not 
the  highest  station. 

Sublimity  alone  was  not  suited  to  the  subject 
of  the  madrigal.    The  union  with  beauty  was 


74 

highly  proper.  But  the  madrigal  of  the  seven- 
teenth century  has  never  been  equalled ;  glees 
have  become  more  refined  and  highly  finished, 
more  varied  in  style,  more  replete  with  discords 
and  modulations,  more  graceful,  and,  to  the  ge- 
nerality of  hearers,  more  pleasing  and  amusing. 
But  these  are  not  the  qualities  for  which  the 
ancient  madrigal  is  so  justly  valued. 

Then  came  the  cantata,  from  which  the  sub- 
lime was  wholly  withdrawn,  and  a  style  more 
appropriate  to  love  ditties  was  judiciously 
adopted.  The  vocal  melody  became  still  more 
beautiful,  and  the  ornamental  style  was  invented; 
or  to  speak  more  correctly,  adopted  in  the  ac- 
companiment of  the  violoncello  to  the  cantata, 
and  in  the  various  instruments  for  a  full  band  in 
the  opera  song.  This  was  a  considerable  im- 
provement of  the  lower  walks,  but  not  of  the 
highest  walk  of  the  art. 

In  the  latter  part  of  the  seventeenth  century, 
the  separation  of  the  two  sisters,  music  and 
poetry,  again  took  place,  by  what  is  called  the 
invention  of  instrumental  concert  music.  Yet 
music  without  words  must  have  been  heard  in 
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the  symphonies  of  voqal  pieces  and  in  the 
marches,  dances,  and  other  airs  of  national 
music,  from  the  remotest  periods,  in  various 
styles.  The  first  concertos,  however  inferior 
they  may  be  as  instrumental  pieces  to  more 
modern  productions,  contain  so  much  sublimity 
and  beauty,  with  the  ornamental  style  kept  in 
such  due  subordination,  that  we  cannot  but  rank 
them  among  the  finest  works  of  the  art. 

The  commencement  of  the  eighteenth  cen- 
tury furnishes  the  student  with  abundance  for 
his  contemplation,  both  from  the  quantity  and 
quality  of  its  productions.  Here  he  will  find 
the  organ  fugue  (a  species  of  music  excelling 
all  others  in  learned  and  ingenious  combina- 
tions,) at  its  highest  state  of  excellence.  The 
ornamental  style  had  not  become  too  pre- 
dominant, either  in  the  oratorio  or  opera.  The 
sublime  prevailed  in  the  one,  and  the  beautiful 
in  the  other.  The  oratorios  of  this  period  may 
on  this  account  be  said  to  have  arrived  at  per- 
fection. Whatever  improvements  may  have 
afterwards  been  made,  were  in  the  instrumental 
department,  not  in  the  vocal,  —  in  the  overtures, 
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or  the  accompaniments,  not  in  the  scientific 
contexture  of  the  choruses,  or  the  chaste  melody 
of  the  songs,  — in  the  ornamental,  not  in  the  sub- 
lime or  beautiful  styles.    In  the  opera,  however, 
the  expression  of  the  vocal  melody  was  not  yet 
sufficiently  light  for  secular,   and  especially 
comic  subjects,  although  the  sublime  and  every 
thing  scientific  had  been  carefully  excluded ; 
the  instrumental  accompaniment  had  not  ac- 
quired its  transparency  and  playfulness  of  de- 
coration J   ornament  was  not  sufficiently  ad- 
vanced in  vigour  to  support  the  feeble  steps  of 
beauty,  bereft  of  her  aged  companion.    It  has, 
however,  been  increasing  in  strength  and  im- 
portance ever  since,  and  has  brought  the  opera 
to  the  state  in  which  we  now  find  it ;  more 
light,  brilliant,  and  varied  than  ever,  more  sci- 
entific and  more  dramatic,  though  perhaps  less 
replete  with  beautiful  melody  than  it  has  been. 
Of  the  improvement  in  the  instrumental  de- 
partment of  the  opera,  that  of  concert  music 
was  a  natural  result.    While  science  was  ba- 
nished, the  overture  and  concerto  remained 
uninteresting  j  but  when  this  w^as  readmitted, 
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and  the  sublime  occasionally  introduced,  the 
modern  style  of  instrumental  music  became,  as 
such,  much  superior  to  what  it  had  been.  The 
ornamental  style  is  necessarily  predominant  in 
instrumental  music.  But  in  solo  concertos  for 
particular  instruments,  and  in  piano-forte  music 
in  general,  it  is  more  obtrusive  than  in  the 
concert  sinfonia,  or  in  the  quartett  for  the 
chamber. 

From  the  foregoing  statement,  it  appears  then, 
that  in  modern  music  the  instrumental  style  is 
greatly  advanced,  or  perhaps  arrived  at  perfec- 
tion, but  the  progress  of  vocal  music  is  not  so 
apparent.  But  vocal  music  is  superior  to  in- 
strumental music,  as  it  includes  it  as  an  accom- 
paniment in  every  thing  except  glees.  Again, 
sacred  music  is  not  improved,  secular  is.  But 
sacred  music  is  of  a  higher  order  than  secular. 
And  again,  the  ornamental  style  is  more  cul- 
tivated than  the  beautiful,  and  the  sublime  most 
neglected.  Yet  the  sublime  is  superior  to  the 
beautiful,  and  both  to  the  ornamental.  The  art 
'  is,  therefore,  on  the  decline. 

The  remedy  is  obvious,  let  the  young  com- 
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poser  study  the  productions  of  the  sixteenth  and 
seventeenth  centuries,  in  order  to  acquire  the 
true  church  style,  which  should  always  be  sub- 
lime and  scientific,  and  contain  no  modern  har- 
monies or  melodies.  There  will  stil]  be  room 
for  the  exercise  of  genius,  without  servile  pla- 
giarism. To  excel  in  the  madrigal,  let  him  be 
well  versed  in  the  first  works  of  that  description. 
In  the  oratorio  let  him  use  all  the  styles,  pre- 
serving their  due  order  so  often  mentioned.  In 
the  opera,  let  the  beauty  of  the  vocal  melody  be 
never  lost  sight  of,  or  obscured  by  the  accom- 
paniment. And  in  instrumental  music,  let  him 
endeavour  to  keep  pace  with  the  latest  com- 
posers. The  art  will  thus  be  effectually  secured 
from  further  deterioration  and  decay. 
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CHAP.  V. 

THE  NAMES  OF  SOME  OF  THE  MOST  DISTINGUISHED 
COMPOSERS  IN  VARIOUS  STYLES. 

I  AM  now  about  to  introduce  the  student  to  the 
names  and  works  of  some  of  the  most  eminent 
only  of  the  great  composers  in  their  several  styles. 
I  have  already  shown  what  frame  of  mind  he 
ought  to  assume  in  order  to  benefit  by  the  study 
of  them.  But  I  must  again  caution  him,  that  he 
will  probably  be  disappointed  at  first  hearing 
them,  especially  those  to  whom  he  will  be  first 
introduced.  He  will  meet  with  critics  and  writers 
who  assert  that,  **  whatever  does  not  produce 
"  effect  cannot  be  worthy  of  our  admiration.'' 
But  the  sublime,  in  every  art,  though  least 
attractive  at  first,  is  most  deserving  of  regard. 
When  Sir  Joshua  Reynolds  first  beheld  the  Car- 
toons of  RafFaelle  he  felt  disappointed,  but  he 
afterwards  yielded  to  none  in  his  veneration  for 
their  sublimity.    For  this  quality  does  not  strike 
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and  surprise,  dazzle  and  amuse,  soothe  and  de- 
light; but  it  elevates  and  expands  the  mind, 
filling  it  with  awe  and  wonder,  not  always  sud- 
denly, but  in  proportion  to  the  length  and  quan- 
tity of  study  bestowed  upon  it.  The  more  it  is 
known  the  more  it  will  be  understood,  approved, 
admired,  venerated,  and,  I  might  almost  say, 
adored. 

Let  the  young  musician  begin  his  studies  of 
the  church  style  with  chants  and  psalms.  The 
fragments  of  chants  preserved  by  Guido  should 
be  noticed*,  as  they  contain  melodies  that  have 
been  used  as  subjects  by  great  masters.  The 
Ambrosian  chant,  used  in  the  fourth  cen- 
tury, is  quoted  by  Bird  in  his  anthem,  **  Ne 
"  irascaris,'^  —    Be  not  wroth,"  —  or  "  Bow 

thine  ear."  The  Gregorian  chant,  used  in 
the  seventh  century,  is  quoted  by  Leo  in  his 
Dixit  Dominus,  in  C.  t  The  notes  to  which 
Guido  proposes  a  pedale  or  holding  note  in  the 

*  Specimens  of  Music,  vol.  ii.  p.  1. 

-)-  Specimens  of  Music,  vol.  ii.  p.  104.  See  also  a  tabula 
tonorum  in  Hawkins's  History  of  Music,  vol.  i. ;  and  also 
the  Benedictus  of  Marbeck,  in  Burney's  History  of  Music, 
vol.  ii. 
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bass,  together  with  that  pedale,  form  a  passage 
remarkable  for  its  high  antiquity  j  for  the  pedal 
note,  though  called  his  invention,  he  must  have 
heard  on  the  bagpipe,  and  in  all  national  pastoral 
music  :  this  passage  has  been  used  as  a  half  and 
full  close  by  almost  every  composer  of  sacred 
music,  down  to  the  Requiem  of  Mozart,  his  last 
production.  A  chant  composed  by  Josquin  de 
Prez,  in  the  fifteenth  century*,  contains  two 
characteristic  features  of  the  age  in  which  it  was 
produced  :  one  is  the  transition  from  the  chord 
of  C  to  that  of  B  flat,  and  then  back  to  that  of 
C ;  the  other  is  concluding  with  a  major  chord 
to  the  key-note  of  the  minor  key  of  D.  The 
harmonies  which  TalHs,  in  the  sixteenth  cen- 
tury, put  to  the  Litany t,  may  have  been  his 
own ;  but  the  chants  themselves  are  older,  and 
are  still  used  for  chanting  the  prayers  in  most 
cathedrals.  They  were  applied,  in  the  University 
of  Oxford,  with  additions  by  Dr.  Aldrich,  to  the 

*  Specimens  of  Music,  vol.  ii.  p.  1. 

f  Boyce's  Cathedral  Music,  vol.  i.,  and  Tallis's  Latin 
Litany  and  old  psalm  tunes,  edited  by  the  author  of  the 
present  work. 
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Latin  Litany,  performed  at  the  University  church 
during  Lent.  They  constitute  a  perfect  speci- 
men of  pure  subUmity,  totally  unlike  the  music 
of  the  present  day  j  totally  unlike  the  sounds  of 
singing,  harping,  piping,  marching,  and  dancing, 
which  their  inventors  had  heard  in  national 
music.    They  are,  indeed,  what  the  poet  calls 

"  The  voices  of  the  dead,  and  songs  of  other  years."  * 

But  they  are  suited  to  sacred  subjects,  and  re- 
mind the  hearer  of  no  other  style ;  whereas  the 
voluntaries  and  psalms  of  the  present  day  are 
inappropriate  and  unbecoming. 

The  psalms  used  and  composed  by  the  Re- 
formers, (usually  called  the  old  hundredth,  the 
old  thirty- eighth,  &c.,)  and  those  by  their  im- 
mediate successors  in  this  kingdom,  (called  by 
the  names  of  places,  as  London,  Windsor,  Win- 
chester, &c.,)  together  with  those  made  in 
imitation  of  these  pure  sacred  strains,  are  alone 
worthy  of  study,  t    And  these  should  be  played 

*  Palestine,  a  prize  poem,  by  the  late  Bishop  Heber, 
when  an  under-graduate. 

f  See  Tallis's  Latin  Litany  and  old  psalm  tunes;  also 
Specimens  of  Music,  vol.  ii.  pp.  2,  3. 
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simply,  and  with  such  harmonies  as  are  of  a 
suitable  style ;  while  all  the  Magdalen  and 
FoundUng  hymns,  with  psalms  made  out  of 
songs,  glees  and  quartetts,  in  drawling, 
whining,  minuet-like  strains,  with  two  or  three 
notes  to  each  syllable,  full  of  modern  and 
chromatic  discords,  with  interludes,  symphonies, 
introductions,  shakes,  flourishes,  cadences,  ap- 
poggiaturas,  and  other  unseemly  displays  of  the 
organist's  finger  or  fancy,  should  be  denounced 
and  utterly  abolished.  "  And  must  we,  then, 
have  no  new  church  music  ?  Yes ;  but  no 
new  style:  nothing  which  recommends  itself 
for  its  novelty,  or  reminds  us  of  what  we  hear 
at  the  parade,  the  concert,  and  the  theatre. 
Much  new  music  may  be  produced  inTthe 
sacred  style ;  though  to  equal  what  has  already 
been  produced  will  not  be  found  so  easy  as 
may  perhaps  be  imagined. 

*  « I  know  that  my  Redeemer  liveth "  Sin  not,  O  King 
^'  All  perdona ;"  "  Thou  soft  flowing  Avon  ;"  "  Lightly  tread ;" 
"  Drink  to  me  only  with  thine  eyes  :"  with  Haydn's,  Pleyel's, 
Mozart's,  and  Beethoven's  adagios,  have  all  been  made  use 
of  as  psalm  tunes. 
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If  we  turn  from  the  consideration  of  our  paro- 
chial music  to  that  of  the  choir  service,  the 
splendid  collection  of  Boyce's  Cathedral  Music 
instantly  claims  our  attention.  Here  the  student 
will  find  the  finest  chants,  services,  and  anthems 
that  exist,  to  English  words.  By  studying  these,^ 
he  will  acquire  that  discernment  of  styles  which 
we  press  upon  him  as  so  necessary.  He  must 
not  pronounce  the  music  of  our  countrymen, 
Tye  and  Tallis,  or  of  Orlando  di  Lasso  and 
Palestrina,  who  flourished  in  the  middle  of  the 
sixteenth  century,  barbarous  and  antiquated,, 
though  we  will  allow  it  to  be 

"  Something  rich  and  strange."  * 

The  generality  of  Tye's  music  is  in  a  sweet, 
simple,  and  clear  style  j  more  intelligible  than 
that  of  Tallis,  much  of  which  is  in  the  Dorian 
mode,  or  obsolete  diatonic  minor  key  of  D, 
without  a  B  flat.t  It  has  been  said,  that  he  was 
not  happy  in  the  choice  of  his  subjects  5  but  the 

*  Tempest. —  Shakspeare. 

f  This  mode  is  traditionally  preserved  by  the  gallery 
singers  of  our  country  churches.  It  is  also  met  with  in  some 
national  tunes,  especially  Irish. 
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first  part  of  his  anthem,  **  I  will  exalt  thee,  O 
"  Lord,^'  shews  that,  in  sublimity,  harmony,  and 
pathos,  as  well  as  in  the  choice  of  his  subjects, 
he  was  inferior  to  no  one.  *  This  leads  me  to 
remark,  that  the  student  who  is  unacquainted 
with  the  mysteries  of  canon,  fugue,  and  imitation, 
is  unable  to  appreciate  the  merits  of  the  ancient 
style  of  music.  From  the  time  of  Josquin  de 
Prez,  the  father  of  modern  harmony,  to  that  of 
Handel,  no  composer  was  held  in  high  estima- 
tion who  was  deficient  in  science.  Farrant's 
style  is  usually  melancholy  t;  but  his  anthem, 
"  Lord,  for  thy  tender  mercy's  sake,*'  is  in  the 
major  key,  —  serene,  clear,  and  as  beautiful  as 
so  simple  a  melody  could  be.  The  movement, 
"  Deposuit  potentes,"  from  a  Magnificat  by 
Palestrinat,  possesses  great  freedom  of  motion 
in  the  melody.  Dean  Aldrich  (whose  valuable 
collection  of  anthems,  masses,  madrigals,  and 

*  Specimens  of  Music,  vol.  ii.  p  4<. ;  and  Boyce's  Cathe- 
dral Music,  vol.  ii. 

f  See  Gloria  Patri,  Specimens  of  Music,  vol.  ii.  p.  5.,  and 
Anthem. 

J  Specimens  of  Music,  vol.  ii.  p.  6. 
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cantatas,  English  and  foreign,  of  the  sixteenth 
and  seventeenth  centuries,  is  left  to  the  Christ 
Church  Library,  Oxford,)  adapted  many  of  the 
finest  portions  of  the  works  of  Palestrina,  Bird, 
Carissimi,  and  others,  to  English  words,  as  an- 
thems for  our  church.    Such  is  the  full  anthem, 

We  have  heard  with  our  ears,  O  Lord  by 
Palestrina,  which  is  in  a  rich,  dignified,  and 
sober  style,  the  subjects  natural,  and  the  ma- 
nagement of  them  skilful,  t 

The  madrigal  at  the  latter  part  of  the  six- 
teenth century  having  arrived  at  perfection,  its 
beautiful  style  insinuated  itself  gradually  into 
church  music.  To  the  names  of  great  com- 
posers already  mentioned,  we  may  now  add 
those  of  Monteverde,  Gironimo  Converso,  Luca 
Marenzio,  and  Emilio  dal  Cavaliero ;  and  of  our 
own  nation.  Bird,  Morley,  Dowland,  Weelkes, 
Wilbye,  and  Este.  To  an  inexperienced  ear, 
the  music  of  this  period  seems  all  alike,  whether 
sacred  or  secular  ;  accordingly,  the  madrigal  by 

*  Specimens  of  Music,  vol.  ii.  p.  6. 

f  See  also  "  O,  give  thanks,"  and  "  Out  of  the  deep," 
Aldrich,  both  from  Palestrina.  Boyce's  Cathedral  Music, 
vol.  ii. 
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Luca  Marenzio,   '*  Dissi  a  I'amata  mia  lucida 
"  Stella*,"  has  been  made  into  an  anthem, 
though  in  itself  one  of  the  finest  specimens  of 
the  true  madrigal  style.    The  difference  will  be 
more  perceptible  by  comparing  it  with  the  anthem 
already  mentioned,  "  Bow  thine  ear/'  by  Bird  *, 
a  music  master  of  Queen  Elizabeth.    This  is 
in  five  real  parts,  and  the  first  subject,  a  frag- 
ment of  the  Ambrosian  chant,  is  treated  with 
consummate  skill.    The  second  subject,  to  the 
words,  "  Let  thine  anger  cease  from  us,*'  is 
homogenous,  yet  sufiiciently  distinct  from  the 
former ;  and  the  first  part  ends  with  the  major 
third  in  a  minor  key,  called  the  tierce  de  Pi- 
cardie.    The  words,  "  Sion,  thy  Sion  is  wasted 
and  brought  low,"  are  set  to  a  most  tender  yet 
solemn  passage  of  plain  counterpoint,  containing 
a  transition  from  the  triad  of  the  key-note  to  one 
a  whole  tone  lower,  the  effect  of  which  is  sublime, 
and  marks  its  age.  This  part,  though  not  specified 
to  be  slower  and  softer  than  the  rest,  is  usually 
sung  so  *,  and  J  think  it  extremely  probable  that 
this  method  of  performing  it  has  come  down  to 

*  Specimens  of  Music,  voL  ii.  p.  8. 
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us  by  tradition  from  the  time  it  was  composed^ 
So  Allegri^s  celebrated  mass  for  Good  Friday, 
a  composition  which  will  not,  upon  the  whole, 
bear  a  comparison  with  this,  produces  an  awful 
effect  when  sung  by  voices  alone,  as  has  always 
been  the  case,  and  with  soft,  loud,  and  other 
effects  not  marked  in  the  score.    For  it  is  a 
great,  though  common  error,  to  suppose  that  the 
music  of  this  age  was  void  of  expression  and 
effect  in  the  performance.     At  the  words, 
Jerusalem  is  wasted  quite,'*  and  at  those  of 
Desolate  and  void,"  appropriate  subjects  are 
proposed  and  sustained ;  the  latter  reminding  us 
slightly  of  the  first  subject,  or  Ambrosian  chant, 
with  which  the  anthem  commenced,  and  with 
which  it  also  now  concludes,  the  bass  in  par- 
ticular repeating  it  several  times  in  an  emphatic 
manner,  in  the  same  key,  near  the  close.  Upon 
the  whole  I  know  no  other  such  specimen  of 
what  is  called  fine  writing,  and  of  the  pure, 
sublime,  and  sacred  style.    Till  the  student  can 
convince  himself  that  any  other  composition  is 
more  excellent  in  these  respects,  he  may  regard 
it  with  undivided  admiration.    This  great  man 
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produced  fine  music  in  many  styles.  His  other 
anthems  in  Boyce*s  Collection  are  excellent. 
His  canon,  three  in  one,  on  the  fourth  and  eighth 
below,  "  Non  nobis  Domine*,"  notwithstanding 
some  little  objections  to  which  it  is  justly  liable, 
and  which  he  might  easily  have  av^oided,  is  an 
universal  favourite,  and  the  most  pleasing,  per- 
haps, of  all  the  canons  that  ever  were  written. 
His  madrigal,  "  My  mind  to  me  a  kingdom  ist,'* 
possesses  great  richness  of  harmony,  and  its 
subjects  are  well  treated.  His  variations  to 
an  old  national  tune  called  "  The  Carman's 

Whistle  t "  are  ingenious  and  scientific,  and, 
though  difficult,  are  the  easiest  of  many  com- 
posed for  Queen  Elizabeth  by  several  eminent 
musicians  of  the  day,  and  preserved  in  her 
virginal  book  :  these  evince  that  considerable 
execution  was  acquired  on  keyed  instruments  at 
a  period  when  the  ornamental  style  is  not  usually 
conceived  to  have  existed. 

At  the  close  of  the  sixteenth  century,  recitative 
was  invented  by  Jacobo  Peri,  in  setting  an  opera 

*  Specimens  of  Music,  vol.ii.  p.  11. 

f  Specimens  of  Music,  Appendix,  p.  154.     J  Ibid.  p.  155, 
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called  Dafne.  Songs  in  national  music  must  have 
been  used  from  the  remotest  ages.  But,  in  order, 
perhaps,  to  be  truly  dramatic,  composers  did  not 
adopt  them  at  this  period  into  their  operas,  and 
the  only  melody  resembling  an  air  in  the  above 
opera  is  a  sinfonia  for  three  flutes  in  the  genuine 
pastoral  style.* 

Oratorios  differed  from  operas  at  this  time  as 
motetts  differed  from  madrigals,  principally  in 
the  words  which  were  sacred  instead  of  secular. 
But  the  chorus,  "  Fata  festa  al  signore,'*  from 
the  oratorio  called  **  Di  anima  e  di  corpore,'*  by 
Emilio  dal  Cavaliero,  printed  at  Rome,  I6OO,  (the 
earliest  that  is  preserved,)  will  show  that  the  true 
church  style  was  clearly  distinguished  from  the 
pastoral  at  this  period. 

Orlando  Gibbons  flourished  in  the  seventeenth 
century,  and  the  study  of  his  works  cannot  be 
too  strongly  recommended.  For  pleasing  sub- 
jects, skill  in  the  management  of  them,  —  for  the 
artful  contexture  of  the  score  and  the  flow  of 
melody  in  each  part,  —  he  is  pre-eminent.  Im- 


*  Specimens  of  Music,  vol.  ii.  p.  12. 


t  Ibid. 
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provement  in  the  accentuation  and  expression  of 
the  words  may  be  perceived  in  his  admirable,  short, 
full  anthem,  "  Almighty  and  everlasting  God.'*  * 
Writing  in  a  score  consisting  of  many  parts  was, 
at  this  time,  much  in  favour,  and  became  the 
test  of  a  composer's  abilities.    It  is,  accordingly, 
required  by  the  statutes  of  the  university  of 
Oxford,  that  the  exercise  for  the  degree  of 
bachelor  in  music  shall  be  in  five  voice  parts, 
and  that  for  a  doctor's  in  six  or  eight,  besides 
instrumental  accompaniments  ;  and  though  this 
task  may  be  accomplished  without  taste,  in- 
vention, or  originality,  it  cannot  without  pre- 
vious study,  application,  and  experience.  Gib- 
bons's  anthems,  "  O  clap  your  hands  t  and 
"  Hosanna  to  the  Son  of  David,"  are  in  a  score 
of  many  parts,  and  well  written.    His  service  in 
F  is  the  best  we  have  ;  the  Sanctus  is  very  fine. 
The  Gloria  Patri  to  the  Nunc  Dimittist  is  a 
canon,  two  in  one,  possessing  as  much  elegance 

*  Specimens  of  Music,  vol.  ii.  p.  14. 

f  Boyce's  Cathedral  Music,  vol.  ii. ;  and  Specimens  of 
Music,  vol.  ii.  p.  12. 

X  Specimens  of  Music,  vol.  ii.  p.  17.;  and  Boyce's  Ca- 
thedral Music,  vol.  i. 
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and  freedom  in  the  melody  of  its  parts  as  if  not 
shackled  by  the  rigid  laws  of  this  species  of 
composition.  In  the  madrigal  style  this  author 
was  also  eminent.  Oh,  that  the  learned  poets  " 
is  a  masterly  production.  But  his  little  glee  for 
five  voices,  "  The  Silver  Swan  is  inferior  to 
no  English  composition  of  the  kind. 

Carissimi  was  alike  successful,  whether  writing 
for  the  church,  oratorio,  or  chamber.  He  was 
the  father  of  that  more  polished  and  beautiful 
vocal  melody  which  has  characterised  Italian 
music  to  the  present  day.  Of  his  twenty-two 
cantatas  in  the  Christ  Church  library  at  Oxford, 
there  is  not  one  but  offers  something  that  is  still 
novel  and  elegant.    The  aria  "  Sin'  ch'avro 

spirto  e  vita  t  "  is  nearly  as  beautiful  as  those 
composed  a  hundred  years  after,  and  possesses 
scarcely  a  feature  by  which  its  age  could  be 
suspected.  The  movement,  Amanti  che  ditet,*' 
which  concludes  his  serenata  I  naviganti,"  for 
three  voices,  shows  his  skill  in  the  management 
of  his  subjects,  and  the  originality,  pathos,  and 

*  Specimens  of  Music,  vol.  ii*  p.  1 8. 
t  Ibid.  p.  19.  t  Ibid.  20. 
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expression  of  his  style.  The  motett  for  the 
festival  of  St.  Peter  and  St.  Paul,  "  Hodie  Simon 
**  Petrus  contains  many  peculiarities  of  man- 
ner, in  which  he  was  followed  by  Bassani,  and 
other  good  composers,  —  one  of  these  is  the 
constant  repetition  of  each  new  passage,  a  fourth 
or  fifth  above  or  below,  having  its  origin,  pro- 
bably, in  canons.  The  modulations  and  tran- 
sitions are  excellent,  particularly  a  change  from 
major  to  minor,  near  the  beginning.  The  con- 
trast between  passages  resembling  recitative, 
and  those  which  have  air,  and  between  those 
that  are  slow  and  quick,  serene  and  pathetic,  is 
deserving  of  study.  Carissimi  was  one  of  the 
numerous  composers  of  whose  inventions  and 
combinations  Handel  availed  himself.  In  most 
cases  he  merely  took  ideas,  and  greatly  improved 
them ;  but  when  he  introduced  the  passages 
entire  and  unaltered,  it  must  be  considered  as  a 
quotation  of  a  well  known  classical  author,  and 
not  as  plagiarism,  which  results  from  poverty  of 
invention,   and  with  the  hope   of  escaping 

*  Specimens  of  Music,  vol.  ii.  p.  21. 
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detection.  "  When  RafFaelle  borrowed  from 
"  Masaccio,  he  improved  upon  his  model ;  but 
"  when  he  copied  from  the  antique  (as  for  the 
"  sacrifice  at  Lystra),  he  took  the  whole,  much 
"  as  it  stands  in  the  original." — "  His  known 
"  wealth  was  so  great,  that  he  might  borrow 
"  where  he  pleased  without  loss  of  credit.  The 
"  work  from  which  he  borrowed  was  public,  so 

that,  if  he  had  considered  it  a  disgraceful 
"  theft,  he  was  sure  to  be  detected.  But  he  was 
"  well  satisfied  that  his  character  for  invention 
"  would  be  little  affected  by  such  a  discovery  5 
"  nor  is  it,  except  in  the  opinion  of  those  who 
**  are  ignorant  of  the  manner  in  which  great 
"  works  are  built."  *    Carissimi's  chorus,  Plo- 

rate  fili^  Israel,"  from  his  oratorio  of  Jephthat, 
remarkable  for  its  double  discords  and  bold 
transitions,  is  quoted  by  Handel  in  his  cho- 
ruses, "  Hear,  Jacob's  God,"  Samson,  and 
"  Father  of  Mercies,"  Joshua.  From  the  same 
oratorio,    the   short   chorus,    "  Et  ululantes 

fihi  Ammon  t,"  may  be  seen  at  the  end  of 

*  Sir  Joshua  Reynolds's  Lectures. 

t  Specimens  of  Music,  vol.  ii.  p.  21.        J  Ibid.  p.  22, 
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the  chorus  With  thunder  arm'd/'  Samson. 
"  Et  clangebant  tubse"  is  imitated  in  the  sym- 
phony  of  We  come  in  bright  array,"  Judas 
Macchabgeus.  The  lamentation  of  Jephtha  over 
his  daughter,  "  Heu  mihi,  filia  mea,'*  is  em- 
bodied in  the  recitative  He  chose  a  mournful 
"  muse,"  Alexander's  Feast.  And  from  another 
work  of  Carissimi  Handel  has  taken  his  subject, 
**  If  there  was  any  virtue,"  in  the  Funeral  An- 
them ;  and  which  had  been  previously  adapted  to 
the  words,  "  For  he  hath  delivered  my  soul  from 
death,"  by  Aldrich.  The  approbation  of  such 
a  master  as  Handel,  and  the  slightness  of  the 
alterations  made  in  the  passages  adopted,  convey 
stronger  praise  on  Carissimi  than  I  could  bestow. 
Of  three  movements,  with  which  one  of  his 
masses  in  the  Christ  Church  collection  con- 
cludes, Deum  de  Deo,"  and  "  Et  resurrexit*," 
are  on  ground  basses  nearly  similar  ;  but  in  the 
latter  the  bass  changes  its  key  in  an  unusual 
manner.  The  last  movement  contains  passages 
of  canon  and  imitation,  and  terminates  with  a 


*  Specimens  of  Music,  vol.  ii.  p,  24. 
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fugue  on  a  double  subject,  full  of  ingenuity 
and  solemn  effect. 

Alessandro  Scarlatti  of  Naples,  in  the  latter 
part  of  the  seventeenth  century,  wrote  in  various 
styles,  but  excelled  particularly  in  cantatas,  of 
which  he  was  at  once  the  most  voluminous  and 
ingenious  composer.^  "  Fortunati  miei  martirit" 
is  replete  with  elegance  and  originality,  and 
might  well  be  taken  for  an  opera  song  of 
Handel,  who  has,  indeed,  adopted  some  of  its 
cadences,  and  frequently  made  this  great  master 
his  model.  The  character  of  the  melody,  par- 
ticularly that  of  the  accompaniment,  is  quite 
unlike  all  the  music  we  have  hitherto  noticed. 
Instrumental  music  for  keyed  instruments  had, 
as  we  have  seen,  been  made  long  before ;  but 
this  composer  seems  to  have  been  one  of  the 
first  to  apply  the  ornamental  style  to  vocal 
chamber  music,  and  to  the  opera  full  band  ;  his 

*  Faustina,  a  great  singer,  the  wife  of  Hasse,  remarked 
to  Dr.  Burney,  that  the  warm  eulogy  passed  on  Durante  by 
Rousseau  in  his  Musical  Dictionary  would  have  been  more 
duly  bestowed  on  Scarlatti,  his  master,  whom  she  considered 
as  the  most  original  of  all  composers. 

f  Specimens  of  Music,  vol.  ii.  p.  26. 
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son,  Dominico  Scarlatti,  carrying  the  same 
style  to  the  greatest  possible  excess  in  his 
harpsichord  lessons.  The  bass  part  of  the  air 
"  Perche  geme,  O  tortorella  both  in  the 
symphonies,  and  where  it  accompanies  the  voice, 
consists  of  a  most  eccentric  melody,  to  which 
the  student  would  find  it  difficult  to  put  a 
pleasing  treble;  but  the  air  is  of  an  opposite 
character,  plaintive,  natural,  and  beautiful. 
In  "  Voglio  amar  t "  the  passages  are  spirited 
and  expressive ;  they  are,  indeed,  all  repeated ; 
which  produces  a  tiresome  effect,  when  they 
are  all  of  the  same  length,  so  that  the  mind  can 
anticipate  what  follows  ;  but  this  is  not  the  case 
in  the  present  instance.  "  Non  dar  piu  pene, 
"  O  carat,''  is  a  beautiful  melody,  and  its 
bass  forms  a  continuous  accompaniment,  like 
those  of  his  contemporary  of  Rome,  Corelli.  In 
"Che  piu  brami§,"  the  minor  key  expresses 
grief,  and  the  major  an  indignant  complaint; 
in  the  conclusion,  the  minor  sixth  and  third  upon 
the  fourth  note  of  the  key  occurs  :  this  is  a  very 

*  Specimens  of  Music,  vol.  ii.  p.  26.        f  Ibid.  p.  28. 
t  Ibid.  §  Ibid.  p.  29. 
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pathetic  chord,  so  much  used  at  Naples  as  to 
have  acquired  the  name  of  the  NeapoHtan  sixth, 
and  has  been  thought  to  be  derived  from  the 
ancient  Greek  music.  The  skill  of  this  great 
master  in  composing  opera  songs,  with  orchestral 
accompaniments,  may  be  perceived  by  consult- 
ing the  second  volume  of  Specimens.  His 
masque  of  "  Venere,  Adone,  ed  Amore,"  in  the 
Christ  Church  collection,  has  an  overture  in  the 
style  of  Corelli,  whose  concertos  he  perhaps 
had  heard.  Dr.  Burney  mentions  six  con- 
certos by  Scarlatti,  for  the  church,  printed  in 
England,  early  in  the  eighteenth  century,  and 
speaks  in  high  terms  of  their  fugues,  harmony, 
and  modulation,  t 

It  is  unnecessary  to  notice  all  the  numerous 
composers  who  followed  in  this  style  ;  compared 
with  Scarlatti,  they  are  defective  in  ingenuity, 
variety,  and  playfulness  of  accompaniment. 
Stradella,  the  celebrated  singer,  composed  in  a 

*  Specimens  of  Music,  vol.  ii.  p.  32— 41. 

f  I  have  never  been  fortunate  enough  to  see  this  work, 
nor  have  I  met  with  any  one  who  had ;  and  I  shall  be  ex- 
tremely happy  if  this  notice  of  it  should  again  bring  it  to 
light.   Much  may  be  expected  from  such  a  master. 


99 

stiff,  artificial,  and  pedantic  manner,  resembling 
that  of  our  countryman  Travers.  Chi  dira 
che  nel  veleno,"  *  is  the  most  spirited,  and, 
upon  the  whole,  the  finest  specimen  I  have  seen 
of  Stradella's  works. 

Let  the  student  recollect,  that  though  the 
beautiful  and  the  ornamental  were  thus  ad- 
vancing rapidly  towards  perfection,  the  sublime 
was  necessarily  banished  ;  and  it  was  a  lower 
walk  of  the  art  that  was  improving,  while 
the  highest  was  beginning  to  be  neglected. 
The  state  of  our  English  church  music  of  the 
latter  half  of  the  seventeenth  century  will  con- 
firm this  position.  The  names  of  Rogers,  Blow, 
Child,  and  Croft,  do  honour  to  our  country,  not 
only  for  their  science,  but  for  the  improvements 
they  so  evidently  made  in  melody  and  expression, 
rendering  their  works  more  pleasing,  and  more 
fit  for  common  use,  than  those  sublimer  ones 
which  had  preceded  them.  Anthems,  especially 
solo  and  verse  anthems,  were  properly  made 
more  beautiful  than  full  anthems  and  services. 


*  Specimens  of  Music,  vol.  ii.  p.  63. 
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Anthems  of  this  kind  were  continually  im- 
proving till  the  time  of  Green,  who  lived  still 
later;  but  though  many  respectable  composers 
have  followed  down  to  the  present  time,  who, 
with  various  degrees  of  success,  have  increased 
the  quantity  of  useful  church  music,  I  should 
recommend  the  student  to  make  a  model  of  no 
one  after  Green  or  Boyce ;  and  if  he  would 
excel  in  the  sublime,  let  him  principally  study 
Bird  and  Gibbons.  The  "Gloria  Patri"  of 
Croft,  in  A,  in  the  second  volume  of  Speci- 
mens *,  has  a  peculiar  clearness  of  harmony, 
purity  of  melody,  and  force  of  modulation. 
For  grandeur  of  effect,  it  is  perhaps  the  best 
we  possess.  Durante,  the  pupil  of  Alessandro 
Scarlatti,  produced  Masses  of  which  the  cho- 
ruses were  in  the  style  already  invented,  while 
the  songs  were  more  original  and  modern. 
In  this  plan  he  was  followed  by  his  pupils 
Pergolesi,  Terradellas,  Piccini,  Jomelli,  Sac- 
chini,  Traetta,  Guglielmi,  and  Paisiello.  And 
I  cannot  but  wish  that  there  never  had  been 


*  Page  96. 
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choral  composers  who  have  not  endeatoured,  or 
who  have  failed  in  their  endeavours,  to  cultivate 
the  sublime  style  in  their  choruses.  Durante 
was  one  of  the  first  to  conclude  his  fugues 
abruptly,  either  by  plain  counterpoint,  or  by  a 
cadence  of  a  more  modern  cast  than  the  rest  of 
the  movement.  If  a  fugue  be  a  barbarous  in- 
vention, unworthy  of  an  ingenious  composer,  let 
'  it  be  omitted  altogether.  But  I  should  rather 
say,  it  is  one  of  the  most  interesting  of  all  kinds 
of  movement,  resembling  the  discourse  of  a  great 
orator,  who,  having  chosen  his  theme,  states  it 
clearly ;  examines  it  in  all  its  bearings  j  views 
it  through  all  its  changes  and  varieties  of  aspect  ^ 
and,  in  conclusion,  by  recapitulating  the  whole, 
stamps  his  argument  strongly  on  the  mind. 
If,  then,  such  a  musical  composition  ends 
abruptly,  it  must  be  like  the  oration  of  one  who 
fails  to  bring  his  argument  to  a  conclusion,  or 
flies  from  the  question,  and  changes  the  subject 
of  his  harangue.  The  invariable  result  of  such 
a  practice  must  be  disappointment  in  the  hearers. 
The  vocal  duets  of  Durante,  constructed  on  sub- 
jects of  his  master  Scarlatti,  surpassed  all  others 
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for  learned  processes,  chromatic  melodies,  and 
extraneous  modulation.  They  were  long  re- 
commended by  singing-masters  as  excellent 
practice  for  pupils  ;  and  certainly  whoever  could 
preserve  a  correct  intonation  in  singing  these 
crudities,  would  be  likely  to  find  most  other 
melodies  easy.  But  the  practice  of  difficulties 
will  never  induce  feeling  and  expression.  "  Dor- 
mino  Paure  estive *  is  the  clearest  and  most ' 
interesting  of  all  his  compositions  that  I  have 
heard.  Durante  applied  the  inventions  of 
Alessandro  Scarlatti,  intended  for  the  cantata 
and  secular  subjects,  to  sacred  words  ;  and  in 
thus  confounding  the  styles  he  has  had  but  too 
many  followers. 

Arcangelo  Corelli  was  the  reputed  inventor 
of  instrumental  music.  Compared  with  his  co- 
temporaries  Alessandro  Scarlatti  and  Henry 
Purcell,  who  also  produced  instrumental  pieces, 
Corelli  was  inferior  in  genius,  science,  and 
variety.  He  was  also  a  mannerist:  manner  is 
only  upheld  by  its  novelty;  it  ceases  to  charm 

*  Specimens  of  Music,  vol.  ii.  p.  66. 
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when  it  is  no  longer  new.  His  continuous 
basses,  however,  have  never  been  entirely  laid 
aside,  but  are  occasionally  heard  in  the  most 
modern  music.  A  concerto  of  CorelH  is  still 
an  interesting  piece  in  a  concert,  especially 
in  one  consisting  of  sacred  music,  and  per- 
formed in  a  church ;  but  more  than  one  would 
fatigue  and  cloy  the  attention,  because  they 
are  so  much  alike.  In  this  respect  they  were 
justly  compared,  by  an  excellent  musical 
critic  *,  to  the  landscapes  of  Claude  Lor- 
raine. Each  was  a  perfect  whole  considered 
by  itself,  but  in  a  collection  of  them  there 
was  but  little  variety.  Corelli  also  produced 
trios  for  two  violins  and  a  bass,  and  solos  for 
the  vioUn,  which  are  still  reckoned  the  best 
practice  for  the  young  performer  on  that  instru- 
ment, t  Matthew  Locke's  music  to  Macbeth  is 
still  so  frequently  performed  at  our  theatres  and 
the  concert  of  ancient  music,  as  to  need  no 

*  The  late  Mr.  Malcliair,  leader  of  the  music-room  or- 
chestra at  Oxford  for  about  forty  years,  and  also  drawing- 
master. 

f  Specimens  of  Music,  vol.  ii.  p.  G3 — 77. 
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praise  from  me.  Kieser  and  Colonna  were  also 
celebrated  at  this  period.  Clarke  and  Goodwin 
were  English  composers  for  the  church,  of  a 
more  pleasing  but  less  dignified  style  than  their 
predecessors.  I  merely  mention  Lotti,  and  Gas- 
parini,  and  hasten  to  consider  the  works  of  our 
immortal  Purcell, 

Who  has  equalled  him  in  the  pathetic  ?  Who 
has  such  forcible  expression?  His  facility  of 
writing  in  the  most  learned  and  intricate  styles 
is  extraordinary.  The  passages  which  appear 
laboured  and  pedantic  in  others,  seem  natural 
and  easy  to  him.  He  is  sometimes  artless  and 
simple;  but  his  works  abound  with  harmonies 
of  the  most  complex  and  difficult  construction, 
even  when  he  does  not  seem  conscious  of 
manifesting  any  uncommon  powers.  But  where 
the  nature  of  the  subject  and  of  the  words  de- 
mand a  display  of  his  gigantic  strength,  he 
amazes  us,  and  surpasses  all  his  rivals.  His 
style  is  quite  original :  whatever  flows  from 
his  pen  is  peculiar  to  himself ;  no  one  had 
anticipated  it  —  few  succeeded  in  imitating  it. 
He  had  his  followers;  but  they  soon  ceased, 


J05 

unable  to  controul  and  direct  such  vast  ma- 
chinery. His  music  is  often  "  rich  and 
strange,"  *  but  never  vulgar.  It  has  the  un- 
fortunate property  of  making  all  other  music 
(excepting  pure  old  church  music  and  Bach's 
Organ  Fugues)  appear  common  and  insipid. 
I  scarcely  know  a  recitative  that  I  held  in 
higher  estimation  than  that  which  forms  the 
opening  of  the  third  Act  of  Handel's  Oratorio 
of  Saul.  Yet  I  remember  comparing  it  with 
Purcell's  Saul  and  the  Witch  of  Endort,  and 
the  effect  was  as  if  I  had  mistaken  the  pieces. 
Purcell  produced  both  vocal  and  instrumental 
music,  for  the  church,  oratorio,  stage,  and 
chamber  j  thus  resting  his  merit  both  on  his  in- 
dividual and  collected  talents.  He  was  sublime, 
beautiful,  and  ornamental ;  and  the  latter  styles 
were  not  too  predominant.  But  had  he  no  de- 
fects ?  Yes,  —  such  as  Milton  had.  The  mind 
that  at  all  comprehends  him  is  kept  continually 
on  the  stretch.    It  is  a  strong  sight  that  can 

*  Tempest. 

f  A  part  of  it  may  be  seen  in  the  Specimens  of  Music, 
vol.  ii.  p.  89. 
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take  in  his  designs ;  he  is  often  incompre- 
hensible ;  the  summit  of  the  mountain  is  hid 
in  clouds.  His  sublimity  is  seldom  of  the  pure 
and  simple  kind,  but  vast  and  complicated. 
His  melodies  are  often  fascinating  and  bewitch- 
ing, yet  not  eminently  vocal  and  beautiful.  His 
passages  for  the  trumpet  are  difficult,  and  not 
productive  of  good  effect.  The  subjects  of  his 
fugues  in  his  sonatas  *  are  abruptly  quitted,  and 
exchanged  for  others.  The  long  divisions  for 
the  voice  in  his  songs  are  ungraceful  and 
tedious ;  and  the  frequent  repetitions  of  mono- 
syllables, and  of  small  portions  of  a  sentence, 
are  absurd  and  offensive.  These  are  spots  in 
the  sun.  But  they  are  spots,  not  objects  for 
imitation  and  praise.  His  vocal  music  should 
never  be  attempted  by  foreigners ;  and  it  suc- 
ceeds so  little  in  general  even  with  natives 
that  those  who  have  heard  it  sung  by  Norris, 
Bartleman,  and  Mrs.  Bates,  can  scarcely  bear  to 
witness  the  attempt.  I  refer  to  the  works  al- 
ready mentioned  t,  and  to  a  new  edition  of  his 

■-^  Ibid.  pp.  84.  86. 

f  Boyce's  Cathedral  Music  and  Specimens  of  Music,  vol.  ii. 


107 

sacred  music  by  Mr.  Novello,  for  examples  of 
his  productions  for  the  church.  AH  his  an- 
thems are  fine,  particularly  I  was  glad ; " 
his  services  also.  But  the  canons  to  the 
Gloria  Patri  do  not  sufficiently  exemplify  the 
art  of  concealing  art.  His  sonatas  are  more 
scientific  and  varied,  but  less  pleasing  and 
artless  than  those  of  Corelli.  All  his  dramatic 
music  is  excellent :  that  to  the  Tempest  is 
remarkably  clear  and  simple.  When  the  infant 
state  of  instrumental  music  is  considered,  the 
original  Overture  to  King  Arthur  must  appear 
.an  extraordinary  effort  of  genius.  *  It  is  a 
martial  symphony,  on  subjects  so  simple  in  them- 
selves,  that  no  one  could  have  compacted  them 
as  our  author  has  done.  The  music  before  the 
play  is  from  one  of  his  "  Wellcom  Songs,**  and 
is  a  chaconne  t,  or  ground  bass  of  eight  bars,  on 
which  it  was  the  fashion  to  compose  variations. 
Corelh  has  it  in  his  sonatas,  Locke  makes 
the  witches  in  Macbeth  use  it.    Handel  em- 

*  Specimens  of  Music,  vol.  ii.  p.  90. 
f  Specimens  of  Music,  vol.  ii.  p.  91. 
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ploys  it  more  than  once  in  his  harpsichord 
lessons,  and  in  one  place  with  sixty-three  vari- 
ations. Those  by  Purcell  are  deserving  of  the 
deepest  study  and  attention.  The  chorus,  "Brave 
"  souls  to  be  renown'd  in  story,  *  '*  though 
written  with  much  science  and  labour,  is  clear 
and  intelligible.  The  second  movement,  which 
speaks  of  the  death  of  these  heroes,  is  highly 
pathetic,  and  seems  evidently  imitated  by  Handel 
at  the  conclusion  of  his  chorus  in  the  Messiah, 
"  All  we  like  sheep,"  to  the  words,  "  And  the 
"  Lord  hath  laid  on  him  the  iniquity  of  us  all." 
In  the  last  movement  of  this  chorus  are  admirably 
depicted  the  festive  dance  and  song  expected 
by  the  Druidical  faith  to  be  enjoyed  in  Woden's 
Hall.  His  three  mad  songs  in  the  Orpheus 
Britannicus,  From  rosy  bowers,"  Let  the 
"  dreadful  engines,"  and  From  silent  shades," 
are  the  finest  of  their  kind,  and  worthy  of  the 
highest  praise  and  admiration.  But  we  cannot 
speak  of  many  of  his  songs  and  rounds  on  ac- 
count of  the  words.    Have  we  no  Hercules  of 

*  Specimens  of  Music,  vol  ii.  p.  94. 
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the  present  day  to  cleanse  away  this  Augean 
filth,  and  to  render  the  study  and  performance 
of  all  his  vocal  music  a  safe  and  delightful  em- 
ployment ?  We  ought  not  to  be  unacquainted 
with  any  work  of  this  man,  who  was  not  only  the 
greatest  master  of  his  time,  but  the  most  ex- 
traordinary genius  that  this  nation  ever  pro- 
duced. 

The  Abbate  Steffani  was  admired  and  copied 
by  Handel.  The  duet  in  his  *^  Qui  diligit 
"  Mariam "  *  may  be  seen  imitated  in  the 
chorus,  "  Music,  spread  thy  voice  around, 
Solomon.  Caldara  excelled  in  the  higher  walks 
of  the  art.  Green  and  Marcello  have  already 
been  mentioned,  t  Galliard's  hymn  of  Adam 
and  Eve,  and  the  Te  Deum  of  Baron  D' Astorga 
have  immortalised  their  names. 

Leonardo  Leo  was  considered  by  Handel 
the  greatest  composer  of  his  day.  He  par»> 
ticularly  excelled  in  writing  on  a  canto  fermo. 
His  choruses  are  not  however  equal  to  Han- 
del's.   The  subjects  are  not  treated  with  much 

*  Specimens  of  Music,  vol.  ii.  p.  99.     f  Ibid.  pp.  29.  .123. 
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skill  5  and  the  perpetual  use  of  one  of  them, 
started  by  Josquin  de  Prez  in  the  fifteenth 
century,  and  used  by  Handel  in  his  Amen 
at  the  conclusion  of  the  Messiah,  though  a 
very  fine  one,  is  almost  unaccountable.  In  his 
Solfeggi  it  occurs  in  almost  every  page,  uncon- 
nected with  the  rest  of  the  movement.  I  lament, 
that  want  of  attention  to  the  management  of 
subjects  in  choral  compositions  is  manifest  in 
more  than  one  Italian  composer  of  this  period. 
The  endeavours  to  make  a  modern  termination 
to  a  fugue  instead  of  the  ancient  recapitulation 
of  subjects  on  a  pedale  bass,  are  very  unsuccess- 
ful. The  termination  of  two  fugues  in  Leo's 
"  Dixit  Dominus"  in  C*  are  of  this  nature,  and 
interrupt  the  general  satisfaction  which  the  rest 
inspires. 

Pergolesi  died  at  the  age  of  thirty-three. 
Had  he  lived  to  attain  more  experience,  we 
should  not  probably  have  had  to  complain 
that  his  fugues  discover  some  puerilities  ;  that 
he  was  somewhat  of  a  mannerist ;  and  that 

*  Specimens  of  Music,  vol.  ii.  pp.  106.  109. 
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he  was  less  successful  in  the  sublime  than  in 
the  beautiful  and  ornamental  styles.  His  in- 
vention was  great.  Handel  has  occasionally 
adopted  some  of  his  thoughts,  and  in  Haydn's 
"  Stabat  Mater,"  that  great  and  original  master 
has  made  Pergolesi  his  model.  Pergolesi's  Sta- 
"  bat  Mater"  and  Salve  Regina"  have  been 
published  and  duly  appreciated  in  England. 
The  vocal  melody  of  his  airs  is  not  only  always 
beautiful,  but  frequently  more  so  than  any  that 
has  ever  been  produced.  The  false  expression 
of  the  words  can  only  be  excused  on  a  principle 
already  noticed  * ;  discords  and  minor  triads  are 
less  pleasing  to  the  ear  than  concords  5  pain 
distorts  the  countenance ;  to  preserve  beauty, 
the  musical  composer,  like  the  sculptor  or  the 
painter,  chooses  to  sacrifice  expression.  But 
there  are  other  instances  of  inattention  to  ex- 
pression not  so  easily  accounted  for.  In  most 
of  the  Italian  oratorio  composers  of  this  period, 
we  find  the  words  **  Kyrie  Eleeson,"  "  Lord, 
have  mercy  upon  us,"  which,  in  the  early 


*  Page  54, 


chants  of  the  church,  were  set  to  notes  the  most 
sublime,  solemn,  and  appropriate,  adapted  to 
rapid  fugues,  which,  detached  from  the  words, 
would  express  ardour,  fury,  agitation,  any  thing 
rather  than  pious  contrition  and  prayer.  *  The 
chorus,  "  Gloria  in  excelsisf/'  is  brilliant  and 
sonorous,  well  known  and  deservedly  admired. 
In  his  secular  productions,  Pergolesi  was  still 
more  eminent.  His  serious  opera  of  Olimpiade 
is  full  of  grace  and  elegance,  and  La  Serva  Pa- 
drona  was  the  first  intermezzo  of  the  comic  kind 
that  attracted  universal  admiration.  The  cantata^ 
with  instrumental  accompaniments,  was  carried 
to  perfection  by  this  great  composer.  The  air, 
Euridice  e  dove  sei,"t  for  the  grace  and 
expression  of  its  melody,  and  for  the  skilful 
imitations  and  rich  harmony  pervading  a  score 
of  five  real  parts,  stands  unrivalled,  and  shows 
that  he  was  worthy  of  the  high  reputation  he 
acquired,  which  procured  for  him  the  title  of 
*<  II  divino  Pergolesi.'^ 

*  Specimens  of  Music,  vol.ii.  p.  110. 
t  Ibid.  p.  114.  t  Ibid.  p.  116. 
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The  life  of  John  Sebastian  Bach,  written  by 
Forkel,  has  been  already  noticed*  as  translated 
into  English,  and  containing  just  sentiments 
and  sound  principles  of  criticism,  while  the 
lives  of  Haydn,  Mozart,  and  Rossini,  better 
known,  I  fear,  and  more  accordant  with  the 
sentiments  of  the  generality  of  lovers  of  music, 
are  calculated  to  counteract  all  I  am  endeavour- 
ing to  establish.  As  I  am  about  to  consider 
the  works  of  Bach,  let  me  be  permitted,  in  the 
first  place,  to  speak  more  at  length  of  these 
sound  principles  of  musical  criticism,  which  will 
be  met  with  in  the  perusal  of  his  life.  The 
necessity  of  an  intimacy  with  all  music,  ancient 
and  modern,  to  form  the  taste  ;  the  superiority 
of  ancient  church  music,  particularly  choral 
fugues ;  the  unrivalled  sweetness  of  Italian 
vocal  melody;  the  advance  and  improvement 
still  made  in  instrumental  music ;  the  compar- 
ative value  of  these  several  styles ;  and  the  con- 
clusion that  the  art  is  on  the  decline,  because 
the  higher  walks  are  neglected :  these  are  the 


*  Page  17. 
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positions  which  I  would  estabUsh.    In  his  pre- 
face. Fork  el  says,     It  is  certain,  that  if  the  art 
"  is  to  remain  an  art,  and  not  to  be  degraded 
into  a  mere  idle  amusement,  more  use  must 
be  made  of  classical  works  than  has  been  done 
for  some  time  past/'    All  that  this  writer  has 
remarked,  respecting  the  impropriety  of  intro- 
ducing the  ornamental  style  of  the  clavichord 
into  the  church,  should  be  particularly  noticed 
by  young  organists  and  composers.    He  men- 
tions Bach,  and  his  son,  William  Freidemann,  as 
elegant  performers  on  the  clavichord.    "  But'* 
(says  he)  "  when  they  came  to  the  organ,  no 
"  trace  of  the  clavichord  was  to  be  perceived  :  the 
"  melody,  the  harmony,  the  motion"  (rhythm), 
"  all  was  different ;    all  was   adapted  to  the 
^«  nature  of  the  instrument,  and  its  destination. 
"  When  I  heard  William  Freidemann  on  the 
"  clavichord,  all  was  delicate,  elegant,  agree- 
"  able,  and  pretty.    When  I  heard  him  on  the 
"  organ,  I  was  seized  with  reverential  awe.  All 
was  grand  and  solemn.    The  same  was  the 
case  with  Sebastian  Bach  in  a  higher  degree." 
With  the  sentiments  of  the  next  quotation  I 
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most  heartily  subscribe  my  concurrence: — "  The 
destination  of  the  organ  "  (to  support  church 
singing,  and  to  prepare  and  maintain  devout 
feehngs  by  preludes  and  voluntaries,)  requires 
that  the  composition  and  connection  of  the 
tones  be  effected  in  a  different  manner  from 
what  is  practised  out  of  the  church :  the 
"  common,  the  trite,  can  never  become  solemn, 
"  can  never  excite  a  sublime  feeling  ;  it  must, 
therefore,  in  every  respect,  be  banished  from 
the  organ.    And  who  was  ever  more  strict 
«*  in  this  point  than  Sebastian  Bach  ?    Even  in 
"  his  secular  compositions  he  disdained  every 
"  thing  common  ;  but  in  his  compositions  for 
the  organ  he  kept  himself  far  more  distant 
from  it;  so  that  here  he  does  not  appear  like  a 
man,  but  as  a  true  disembodied  spirit,  who 
"  soars  above  every  thing  mortal."    I  always 
suspected,  and  many  years  ago  hinted  in  my 
Lectures,  that  the  fugues  of  this  author,  since 
published  by  Messrs.  Wesley  and  Horn,  were 
not  intended  for  the  organ.    It  appears,  by  his 
life,  that  they  were  composed  for  the  clavichord, 
which  the  author  tuned  according  to  the  equal 
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temperament,  of  which  also  I  always  declared 
my  preference.*  In  the  year  1801,  I  dedicated 
an  entire  lecture  to  the  subject  of  design  in  com- 
position, the  connection  of  subject,  and  of  key, 
with  other  particulars,  which  I  have  continued 
to  recommend  to  all  my  pupils  in  harmony,  in 
defiance  of  being  thought  pedantic.  In  correct- 
ing the  compositions  of  his  pupils.  Bach  always 
insisted,      not  only  on  the  highest  degree  of 

purity"  (correctness,  freedom  from  the  viola- 
tion of  rules,)  "  in  the  harmony  itself,  but 

also  on  the  natural  connection  and  flow  of 

melody  in  the  parts  ; "  for  although  no  one 
passage  should  be  in  all  respects  like  another, 
yet  every  variety  should  agree  with,  and  appear 
to  be  the  almost  necessary  result  of,  what  pre- 
ceded it.  Modern  music  would  be  considerably 
improved  by  the  attention  of  our  young  com- 
posers to  the  following  observation  :  — -  Every 
"  period  of  ten  years  has  some  forms  or  turns 
«^  of  melody  peculiar  to  itself;  and  which,  ge- 

nerally,  grow  out  of  fashion  before  it  expires. 


Page  7. 
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A  composer,  who  thinks  to  have  his  works 
descend  to  posterity,  must  take  care  to  avoid 
"  them.''    He  will  meet  with  a  thousand  ad- 
visers, who  would  exhort  him  to  seize  them 
with  avidity,  and  make  them  his  own.  Some 
parts  of  the  following  passage  might  well  be 
supposed  to  flow  from  the  pen  of  Sir  Joshua 
Reynolds  :  —    The  greatest  genius  "  (says  For- 
kel),  "  with  the  most  unconquerable  propensity 
*'  to  an  art,  is,  in  its  original  nature,  nothing 
"  more  than  a  disposition,  or  a  fruitful  soil, 
upon  which  an  art  can  never  properly  thrive, 
except  it  be   cultivated  with  indefatigable 
"  pains.     Industry,  from   which   all  art  and 
"  science  is  properly  derived,  is  one  of  the  first 
"  and  most  indispensable  conditions.     It  not 
"  only  enables  genius  to  make  itself  master 
of  the  mechanical  resources  of  the  art,  but 
"  gradually  excites  judgment  and  reflection 
"  to  take  part  in  all  that  it  produces.  The 
ease  with  which  genius  makes  itself  master 
of  many  of  the   mechanical  parts  relating 
"  to  musical  composition,  and  its  own  satis- 
**  faction,  as  well  as  that  of  others,  with  the 
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first  essays,  which  are  far  too  early  looked 

"  upon  as  successful,  frequently  seduce  it  to 

"  pass  over  the  first  principles  of  the  art,  to 
venture  on  difficulties  before  it  is  fully  master 

"  of  what  is  easy  j  or  to  fly  before  its  wings  are 
grown.  If  such  a  genius  is  not  led  back  at 
this  period  by  good  advice  and  instruction,  or 
by  the  attentive  study  of  classic  works,  in 
order  to  recover  what  it  has  neglected,  it  will 
uselessly  lavish  its  best  strength,  and  never 
attain  an  elevated  rank  in  art :  for  it  is  certain 

"  that  great  progress  can  never  be  made,  nor 
the  highest  possible  perfection  attained,  if  the 

"  first  principles  are  neglected  ;  and  that  people 
never  learn  to  overcome  great  difficulties,  if 

"  they  have  not  overcome  what  is  more  easy. 

"  And,  lastly,  that  no  one  can  ever  become 
great  by  his  own  experience  only,  but  must 

"  profit  by  the  knowledge  and  experience  of 
others."     Speaking  of  public  applause,  he 

justly  observes,  "Most  artists  are  led  astray  by  it; 
especially  if  it  is  given  them  too  early ;  that  is, 
before  they  have  acquired  sufficient  reflection 

"  and  self-knowledge  :  the  public  requires  every 
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"  thing  to  be  human ;  and  the  true  artist  ought 
"  properly  to  make  every  thing  divine.  How, 
"  then,  should  the  applause  of  the  multitude 
"  and  true  art  exist  together  ?  ~^    The  artist  may 

form  the  taste  of  the  pubhc,"  —  but  not  the 
public  that  of  the  artist. 

I  have  not  wandered  so  far  from  my  subject 
by  these  quotations  as  I  may  seem  to  have  done. 
It  was  on  these  principles  that  Bach  became 
the  Michael  Angelo  of  our  art,  as  Handel 
was  our  Raffaelle.  RafFaelle  is  generally  ac- 
knowledged to  be  the  greatest  of  painters, 
on  account  of  his  excellence  in  many  styles  ; 
although  Sir  Joshua  Reynolds  seemed  inclined 
to  prefer  Michael  Angelo,  on  account  of  his 
sublimity.  Handel  may  thus  be  preferred,  be- 
cause his  vocal  music  and  choruses  are  su- 
perior to  Bach's,  and  for  the  vast  variety  of 
his  excellence ;  while  for  science  and  elevation 
of  style  (particularly  in  the  composition  of 
fugues),  for  the  power  of  abstracting  the  mind 
from  all  surrounding  objects,  and  so  relieving  it 


*  See  pages  20  and  2  J . 
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from  care  and  sorrow  itself,  Bach  is  unrivalled. 
The  study  of  all  his  works  is  therefore  earnestly 
recommended.  The  four  volumes  already  men- 
tioned as  pubhshed  in  this  country  should  be  in 
daily  practice.  The  fugue  in  the  major  key 
of  E  *  is  perhaps  the  best  of  the  whole.  The 
fourth  in  C  sharp  minor,  on  three  subjects,  if 
the  temperament  of  the  organ  be  equal,  or  if  it 
be  transposed  into  C  minor  with  three  flats,  is 
suitable  to  the  church.  Six  of  his  fugues  are 
printed  in  three  lines,  with  pedals  for  the  organ. 
One  from  another  work  is  on  a  subject  re- 
sembling the  beginning  of  a  psalm  tune  called 
St.  Ann's.  All  these  are  extremely  fine,  evincing 
a  depth  of  learning  and  skill  in  the  science  to 
which  no  other  master  ever  attained. 

Charles  Henry  Graun  excelled  in  all  the 
styles,  both  separate  and  combined.  The  Te 
Deum,  the  Death  of  our  Saviour,  and  some 
masses,  are  all  that  I  have  seen  of  his  works, 
and  they  evince  his  greatness.    Many  of  these 


*  Specimens  of  Music,  vol.  iii.  p.  1. 
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may  be  seen  in  the  selection  of  sacred  music 
by  the  Rev.  C.  J.  Latrobe.  * 

George  Frederic  Handel  may  be  called  the 
idol  of  the  English  school,  as  the  last-mentioned 
composer  was  of  the  Berlin  :  both  died  in  17^9. 
Handel's  worth  is  estimated  upon  the  principles 
already  so  often  detailed.  He  did  not  exceed 
all  others  iii  any  one  particular  style*  Bird, 
Palestrina,  Gibbons,  and  Bach,  were  more  sub- 
lime. Purcell  was  more  extraordinary  and 
pathetic.  Pergolesi  and  Hasse  were  more  beau- 
tiful. Dominico  Scarlatti,  and  all  modern  com- 
posers, are  more  ornamental.  But  if  that 
composer  is  to  be  declared  the  greatest,  who, 
like  RafFaelle  in  the  sister  art,  was  great  in  all 
styles,  not,  however,  suffering  the  beautifid  or 
the  ornamental  to  predominate,  about  six  can- 
didates only  present  themselves  :  Purcell,  Leo, 
Pergolesi,  Graun,  Hasse,  and  Handel.  If  the 
last-mentioned  is  the  greatest  of  these,  we  know 
the  result.    To  form  his  style,  he  quoted  and 


*  Specimen^  of  Music,  vol.  ii.  pp,  127,  128. 
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imitated  all  the  great  masters.  *  He  wrote  in 
every  style.  He  did  not,  indeed,  compose  what 
we  properly  call  church  music,  in  which  the 
voices  are  accompanied  only  by  the  organ  ;  but 
all  those  choruses  in  which  the  accompaniments 
are  merely  replicates,  moving  in  unisons  and 
octaves  to  the  voice  parts,  may  be  considered  as 
such.  He  could  scarcely  equal,  and  was  there- 
fore not  expected  to  exceed,  the  great  masters 
of  this  style.  His  organ  fugues  are  on  natural 
and  interesting  subjects,  admirably  treated,  and 
are  inferior  only  to  those  of  Bach.  In  chamber 
music  his  instrumental  trios  were  superior  to 
those  of  Corelli.  They  show,  however,  that  he 
was  aiming  at  a  higher  walk  of  the  art;  for 
they  contain  subjects  better  adapted  for  over- 
tures and  full  choruses,  to  which  he  afterwards 
applied  them.  His  solos  for  the  flute  and  violin, 
on  the  plan  of  Corelli,  are  pleasing.    His  vocal 

*  Handel  quoted  or  copied  the  works  of  Josquin  de  Prez, 
Palestrina,  Turini,  Carissimi,  Calvisius,  Uria,  Corelli,  Ales- 
sandro  and  Dominico  Scarlatti,  Sebastian  Bach,  Purcell, 
Locke,  Caldara,  Colonna,  Clari,  Cesti,  Kerl,  Habermann, 
MufFat,  Kuhnau,  Telemann,  Graun,  Mondeville,  Porta,  Per- 
golesi,  Vinci,  Astorga,  Bononcini,  Hasse,  &c. 
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duets,  though  inferior  as  to  vocal  melody  to  the 
great  Italian  composers  of  his  day,  are  superior 
in  variety  of  style  and  boldness  of  effect.  His 
Suite  de  Pieces  pour  le  Clavecin,  on  the  plan 
of  Mattheson's,  are  greatly  superior  in  harmony 
and  science  both  to  them  and  to  the  more  orna- 
mental productions  of  Dominico  Scarlatti,  Alberti, 
and  Paradies.  The  fugues  are  particularly  good. 
As  a  composer  of  concert  music,  our  author  was 
excelled  by  none  of  his  day.  His  organ  con- 
certos are  not  the  best  of  his  works,  though 
some  of  the  movements  are  admirable.  His 
twelve  grand  concertos  for  stringed  instruments 
only,  and  those  called  the  oboe  concertos,  from 
their  containing  concertante  passages  for  the 
oboe  and  fagotti,  are  all  interesting,  and  some  of 
thend  (as  the  first,  fifth,  and  eleventh  of  the 
former,  and  the  second  and  fourth  of  the  latter,) 
are  immortal  productions.  Handel's  operas, 
though  less  known  than  his  oratorios,  contain 
fewer  vulgar  and  boisterous  melodies,  and  more 
that  are  in  the  true  Italian  style  of  the  day. 
The  same  difference,  however,  existed  between 
the  German  and  Italian  schools,  as  has  been  so 


1^4 

remarkable  ever  since.  The  vocal  melodies  of 
Hasse,  Porpora,  Veracini,  Pescetti,  and  Bonon- 
cini,  were  more  light  and  beautiful ;  but  for 
force,  variety,  design,  invention,  harmony,  and 
instrumental  effect,  Handel  was  greatly  supe- 
rior to  all  his  contemporaries. 

His  overtures  were,  like  the  other  similar 
productions  of  the  day,  on  the  plan  of  Lulli, 
consisting  of  an  introduction  and  fugue.  He 
seems  one  of  the  first  who  introduced  wind 
instruments  into  the  score,  and  to  have 
added  a  final  air  of  the  minuet  kind,  as  to 
Berenice,  Faramondo,  Ariadne,  and  to  the  ora- 
torio overtures  of  Saul,  Samson,  Alexander's 
Feast,  and  Hercules,  which  are  all  beautiful. 
His  marches  also  seem  never  to  have  been  sur- 
passed. His  recitatives,  both  with  and  without 
accompaniments,  in  his  operas  and  oratorios,  are 
full  of  just  expression :  take  those  for  example 
in  Samson.  His  airs,  duets,  trios,  and  other 
vocal  pieces,  form  the  great  mass  of  our  vocal 
music  to  English  words.  And  when  we  con- 
sider he  was  a  foreigner,  it  is  extraordinary 
that  he  should  have  succeeded  so  wonderfully 


in  the  expression  of  the  language,  and  should 
only  be  eclipsed  by  our  native  Purcell.  But  for 
oratorio  choruses  his  pre-eminence  is  still  more 
indisputable.  For  learning,  pathos,  and  sub- 
limity, what  choruses  equal  them  ?  Hear  them 
worthily  rendered,  as  at  Westminster  Abbey, 
with  a  band  of  1000  performers,  and  the  most 
magnificent  choruses  of  modern  authors  appear, 
by  comparison,  light  and  puerile.*  This  has 
been  owned  even  by  foreigners  unaccustomed  to 
ancient  music,  on  occasions  where  there  were 
only  half  as  many  in  the  orchestra  as  at  the 
performances  just  alluded  to.  t 

Hear  him  in  the  simple  sublime  style  of  the 
sixteenth  century.  As  in  the  following  pieces  : 
—  "  Their  bodies  are  buried  in  peace,  but  their 
"  name  liveth  evermore,"  Funeral  anthem. 
"  Since  by  man  came  death,''  Messiah.  "  He 
"  is  my  God,"  Israel  in  Egypt,  t    Or  in  those 

*  Page  34.  note. 

f  As  the  music  at  the  commemoration  of  Handel  in  1784, 
and  in  the  following  years,  was  the  finest  ever  composed, 
so  the  performances  were  the  best  ever  heard;  all  other 
concerts,  when  these  are  remembered,  seem,  by  comparison 
mean  and  trifling. 

J  Specimens  of  Music,  vol.  ii.  p.  144. 
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original  efforts  which  he  occasionally  makes  in 
the  most  sublime  style,  yet  unlike  all  that  is 
heard  elsewhere,  as  the  passages  in  the  Dettingen 
Te  Deum,  "  The  heavens  and  all  the  powers 
therein ; and  The  Father,  of  an  infinite  Ma- 
"  jesty;"  and  the  opening  of  Worthy  is  the 
**  Lamb,"  in  the  Messiah.  All  his  choruses  on 
the  subjects  of  mourning  show  his  skill  in  the 
pathetic  ;  and  those  in  which  he  employs  the 
full  orchestra,  his  powers  in  the  expression  of 
intricate  grandeur,  or  a  mixture  of  sublimity 
in  the  voice  parts,  with  ornament  in  the  ac- 
companiments. The  sublime  and  beautiful  are 
equally  united  in  Then  round  about  the  starry 
"  throne,"  Samson.  Sometimes  all  the  three  styles 
are  equally  prominent,  as  in  "  The  listening 
"  crowd,"  Alexander's  Feast  ^  ;  and  sometimes 
the  sublime  is  properly  withdrawn,  as  in  the 
Nightingale  chorus,  May  no  rash  intruder," 
Solomon,  t  Pure  beauty,  without  the  grand  or 
the  ornamental,  may  be  found  in  Questo  e  il 
"  cielo,"  the  first  chorus  in  Alcina.    Can  Pur- 


*  Specimens  of  Music,  vol.  ii.  p.  146.       f  Ibid.  p.  148. 
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cell,  Leo,  Pergolesi,  Graun,  and  Hasse,  indivi- 
dually, (I  might  say,  altogether,)  furnish  such 
versatility  of  talent,  with  such  consummate  judg- 
ment and  science,  as  our  author  ?  If  not,  the 
conclusion  is  inevitable  ;  —  the  greatest  of  all 
musical  composers  is  Handel. 

Having  guided  the  steps  of  the  student  to 
this  lofty  summit,  let  him  contemplate  the  pros- 
pect and  enjoy  the  enlargement  of  his  views. 
He  must  surely  now  regard  as  beneath  him  the 
scenery  which  he  once  most  admired,  but  which  is, 
by  comparison,  so  limited  and  humble.  He  may 
not,  perhaps,  choose  to  dwell  on  this  eminence, 
and  in  every  direction  he  may  easily  descend  ; 
but  it  is  hoped  he  will  frequently  revisit  these 
higher  walks,  which  raise  him  far  above  all 
earthly  and  common  sounds,  and  in  their  stead 
give  him  sublime  and  sacred  strains,  which 

"  Dissolve  "  him  "  into  ecstasies, 

"  And  bring  all  heaven  before"  his  "eyes."* 

Giovanni  Adolfo  Hasse,  pupil  of  Alessandro 
Scarlatti,  excelled  in  all  styles,  but  the  beautiful 

*  Milton. 
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often  predominated.  For  sweet  and  flowing 
melody,  pow^erfiil,  varied  expression,  a  rich  and 
clear  harmony,  and  natural  and  interesting  mo- 
dulation, Hasse  is  inferior  to  no  composer.  He 
was  free  from  manner,  never  tedious,  never 
noisy,  never  barren  ;  but  in  his  most  trivial  pro- 
ductions there  is  always  something  elegant  and 
interesting.  His  opera  songs  are  frequently  ex- 
cellent ;  as,     Non  a  ragione  ingrato,"  Ombra 

cara,"  and  "  Cara  ti  lascio."  His  "  Salve  Re- 
"  gina"  is  a  pleasing  work.  The  specimens  in 
Latrobe's  collection  are  good,  especially  a  chorus 
from  his  opera  of  Agostino,  Inspira,  O  Deus." 
But  the  finest  of  his  works  seems  to  be  his  ora- 
torio of  I  Pellegrini.  * 

Tartini,  celebrated  for  his  important  disco- 
veries in  the  theory  of  sound  t,  composed  for  the 
violin  ;  and  the  subjects,  modulations,  and  style  of 
his  solos,  are  extremely  ingenious  and  pleasing,  t 

*  See  the  overture,  a  quintett,  and  the  last  chorus.  Spe- 
cimens of  Music,  vol.  ii.  pp.  129 — 137.  The  air  ascribed  to 
Vinci,  vol.  iii.  p.  8.,  has  been  since  discovered  to  be  by  Hasse, 
also  that  in  p.  10. 

f  Stillingfleet's  Principles  and  Powers  of  Harmony. 

:j:  Specimens  of  Music,  vol.  iii.  p.  2. 
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Francisco  Geminiani  was,  like  Tartini,  only  an 
instrumental  composer,  and  his  concertos  have  no 
wind  instruments.  He  was  a  very  correct  writer, 
and  distributed  his  melodies  equally  to  all  the 
parts.  His  first  concerto,  op.  2.,  is  very  pathetic 
and  dignified.  The  sixth,  op.  3.,  is  in  the  sub- 
lime style  of  the  church,  and  very  fit  for  the 
organ,*  The  Siciliana  of  the  second,  op.  S.,  is 
very  beautiful ;  and  the  first  of  op.  3.  is  brilliant, 
sportive,  and  fanciful ;  and  still  often  heard  in 
our  concerts.  He  was  inferior  to  Corelli  in 
clearness  and  simplicity,  and  to  Handel  in  bold- 
ness and  variety.  The  second  of  the  concertos 
by  Ricciotti,  a  name  said  to  have  been  assumed 
by  an  Italian  nobleman,  is  remarkable  for  the 
rich  effects  produced  by  seven  obbligati  parts,  t 
Those  by  Avison  and  Martini  were  less  sublime 
and  beautiful  than  those  of  their  predecessors, 
though  occasionally  very  good. 

Dominico,  the  son  of  Alessandro  Scarlatti, 
finding  it  impossible  to  supersede  the  produc- 
tions for  the  harpsichord  of  his  rival  Handel, 


*  Specimens  of  Music,  vol.  iii.  p.  12.       f  Ibid.  p.  16. 
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struck  out  that  more  ornamental,  humorous,  or 
witty  style,  which  gave  birth  to  most  of  the 
eccentricities  and  novelties  of  modern  piano- 
forte music.  To  insure  originality,  he  set 
the  rules  of  composition  (which  he  never 
violated  in  his  vocal  productions)  at  defi- 
ance. In  his  works  we  accordingly  find  but 
little  sublimity  and  less  beauty,  but  all  is  cal- 
culated to  amuse  and  surprise,  to  create  a 
smile  if  not  a  laugh  *  ;  they  are  free,  how- 
ever, from  one  great  fault  of  the  modern 
school,  they  are  not  too  long.  Solert  was 
one  of  the  numerous  imitators  of  Dominico 
Scarlatti,  some  of  whom  assumed  his  name. 
The  eighteenth  and  nineteenth  of  his  sonatas 
are  excellent.  It  is  remarkable  that  some  of 
them,  and  of  those  ascribed  to  Dominico  Scar- 
latti, have  notes  for  what  we  call  the  additional 
keys.  Another  style  of  harpsichord  music  was 
invented  by  Alberti,  and  continued  by  Zipoli, 
Wagenseil,  and  Crispin ,  the  characteristics  of 

*  Specimens  of  Music,  vol.  i.  p.  6. 

-|-  His  lessons  were  published  in  this  kingdom. 

J  Specimens  of  Music,  vol.  iii.  p.  32 — 37. 
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which  were  merely  a  childish  simplicity  and 
great  sweetness  of  melody.  Paradies  *  endea- 
voured with  success  to  blend  the  styles  of 
Dominico  Scarlatti  and  Alberti.  Sublimity  is 
not  to  be  found  in  his  works,  but  he  is  elegant 
and  amusing.  He  has  unfortunately  preserved 
a  striking  defect  of  both  the  styles  he  copied,  — 
the  repetition  of  every  passage  as  soon  as  it  is 
heard.  There  cannot  be  too  much  repetition  in 
any  piece  of  music,  but  it  should  be  so  managed 
as  not  to  be  anticipated  by  the  hearer.  This 
defect  is  not  found  either  in  the  ancient  or 
modern  great  masters.  It  is  conceded  to  the 
admirers  of  the  above  masters,  that  the  peculiar 
character  of  the  instrument  for  which  they  wrote 
was  elicited  and  displayed  by  their  compositions, 
and  that  in  this  respect  they  improved  harpsi- 
chord music.  But  when  all  sublimity  and 
science  were  banished  from  every  style,  we 
may  conclude  that  music  had  arrived  at  her 
lowest'  ebb.  Nicolo  Jomelli  studied  under  Leo 
and  Durante,  and  totally  changed  the  style  of 

^'  Specimens  of  Music,  vol.  iii.  p.  22. 
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vocal  music  in  Germany,  by  introducing  all  the 
modern  inventions  into  the  oratorio.  His  Betu- 
lia  Liberata  is  highly  spoken  of.  In  his  requiem, 
the  first  movement  =^  is  a  fine  representation  of 
repose ;  and  the  expression  of  the  words  lux 
"  perpetua,''  by  a  long  holding  note  in  the  alto, 
is  very  happy.  The  fugues  are  well  written, 
but  terminate  abruptly  t,  not  with  the  subjects, 
but  a  totally  different  style  of  passage.  His 
oratorio  of  the  Passione  appears  to  me  inferior  to 
the  requiem.  The  recitatives  want  expression 
and  dignity  ;  the  modulation,  however,  of  the 
accompanied  recitatives  is  good.  The  airs  are 
light;  the  divisions,  the  closes,  the  accompani- 
ments are  trifling.  The  rosalia,  or  repetition  of 
a  passage  one  note  higher,  frequently  occurs. 
The  overture  commences  with  a  short  adagio, 
which  has  been  a  model  to  succeeding  com- 
posers, down  even  to  the  Zauberflote  of  Mozart, 
which  reminds  us  of  it.  The  allegro  is  elegant, 
but  theatrical,  undignified,  and  unfit  for  a  sacred 
subject.    The  finale,  however,  is  yet  more  unbe- 

*  Specimens  of  Music,  vol.  iii.  p.  26.       f  I^i^-  p.  29.  31. 
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coming,  resembling  the  last  movements  of  the 
overtures  by  J.  C.  Bach  and  Abel,  which  had  no 
excellence  of  any  kind  but  their  novelty.  Lapse 
of  time  has  conferred  no  venerable  quality  on 
this  species  of  movement,  nor  ever  can.  The 
chorus  Quanto  costa"  commences  with  an 
excellent  subject,  which  has  been  imitated  by 
Sarti  and  others ;  but  it  is  scarcely  heard  in  all 
the  parts  before  the  movement  is  abruptly  con- 
cluded. The  act  concludes  with  a  half  close  to 
the  word  "  pensaci."  The  chorus  which  con- 
cludes the  whole  *  contains  more  science  than 
those  already  mentioned,  and  the  expression  of 
the  words,  "  Ne'  dubbi  passi  dell'umana  vita," 
rendered  by  syncopated  notes,  and  those  "  a 
"  confidar  nella  celesti  aita,"  by  uniform  and 
accented  ones,  is  very  happy.  The  Italians  of 
this  period,  as  has  been  already  remarked,  called 
the  introduction  of  any  thing  scientific  into  opera 
music  scelerata,"^ — wicked.  The  epithet 
would  have  been  better  applied  to  the  introduc- 
tion of  any  thing  trifling  or  vulgar  into  sacred 

*  Specimens  of  Music,  vol.iii.  p.  30. 
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music ;  such  as  the  practice  of  introducing 
modern  instrumental  music  into  our  church 
service,  already  noticed.  *  The  Chaconne 
of  Jomelli  (a  pas  seul  for  an  opera  dancer) 
I  have  heard  performed  as  a  voluntary,  and 
seen  set  to  the  responses  in  the  communion 
service. 

Charles  Philip  Emanuel  Bach  could  write  in 
a  style  worthy  even  of  John  Sebastian  t,  but 
is  more  remarkable  for  being  the  father  of 
modern  music,  to  whom  Haydn  acknowledged 
himself  more  indebted  than  to  any  other  com- 
poserl  A  fantasia  by  this  author  will  exemplify 
this  fact,  t  The  last  movement  of  Haydn's 
first  sinfonia,  composed  for  Salomon's  Concert, 
is  copied  from  it. 

Galuppi,  a  most  voluminous  composer,  ex- 
celled in  the  comic  opera  style,  which  was 
elegant,  light,  and  trifling.  His  oratorio  of 
Jephtha  contains  some   beautiful  movements, 

*  Pages  61.  63.  Yl.  100.  114,  115. 

f  See  Clementi's  Practical  Harmony,  vol.  i.  p.  110.,  and 
Latrobe's  Selection. 

J  Specimens  of  Music,  vol.  iii.  p.  38. 
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particularly  a  duet,  Verro  mi  lascia."  His 
Miserere  is  pleasing,  but  void  of  sublime  and 
sacred  expression. 

John   Christian   Bach  introduced  the  cla- 
rionet into  our   opera   orchestra.     His  style 
was  clear  and  sonorous,  like  that  of  Jomelli. 
His  accompaniments  were  more  conspicuous 
for  richness  of  harmony  than  his  voice  parts 
for  sweet  and  polished  melody.     He  studied 
contrast,  opposing  the  loud  with  soft  passages, 
as  a  principle,  and  carefully  marking  them  in 
writing.    Such  contrasts  and  other  refinements 
as  the  double  dot,  and  the  various  degrees  of 
staccato  and  legato  were  formerly  acquired  in 
the  rehearsals  from  the  directions  of  the  com- 
poser only,  and  not  written  down;     The  mo- 
dern style  of  instrumental  full  music,  which 
first  originated  in  the   accompaniments  and 
symphonies  of  Italian  songs  and  overtures,  pro- 
ceeded to  improve  slowly  among  composers 
whose  names  are  now  scarcely  remembered,  as 
Richter,  Kamerlocher,  the  two  Stamitz,  and 
others.    The  concertos  and  concert  overtures 
of  this  period  were  nearly  the  same  as  opera 
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overtures,  consisting  of  an  allegro,  a  slow  move- 
ment, and  a  finale.  One  in  three  flats  by  Bach 
is  remarkable  for  the  clear  simplicity  of  its  al- 
legro *,  and  the  excellent  instrumental  effects 
of  its  andante.  La  Clemenza  di  Scipione  is  one 
of  his  best  operas.  The  overture,  though  not 
equal  to  those  which  have  been  produced  since, 
was  a  manifest  improvement  on  the  style  of 
Jomelli.  The  air  Confusa  abbandonata"  was 
heard  with  satisfaction  in  our  public  concerts 
within  these  few  years.  The  chorus  **  Provi 
"  ITbero  infido "  is  very  appropriate  to  the 
stage — not  void  of  ingenuity  and  choral  effect, 
yet  less  scientific  than  the  oratorio  chorus. 

Bach  was  opposed  by  Sacchini,  whose  style 
of  opera  music  was  extremely  elegant ;  and  the 
latter  was  followed  by  Sarti,  Bertoni,  and  nu- 
merous others,  the  school  closing  with  Paisiello, 
Cimarosa,  Meyer,  and  Paer ;  and  a  new  one 
being  formed  by  Rossini,  which  is  more  gay  in 
its  comic  parts,  more  ornamental  in  its  vocal 
melody,  more  brilliant  in  its  accompaniments, 

*  Specimens  of  Music,  vol.  iii.  pp.  42— 47. 
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and  more  striking  in  its  effects.  But  as  this 
forms  the  style  of  the  present  day,  I  return  to 
the  period  of  which  we  were  speaking. 

Charles  Frederic  Abel  established,  together 
with  Bach,  a  concert  at  the  Festino  rooms, 
Hanover  Square,  which  very  much  furthered 
the  improvement  of  instrumental  music  in  this 
country.  Concertante  pieces,  in  which  Cramer 
Fischer,  Bach,  and  Cervetto,  performed  on  their 
respective  instruments,  the  violin,  the  oboe, 
the  piano-forte,  and  the  violoncello,  were  pro- 
duced by  Bach  for  the  occasion.  Abel's  over- 
tures were  chiefly  remarkable  for  their  slow 
movements.  Those  of  Gossec  and  Vanhall  had 
more  spirit  and  variety  j  but  at  length  the  sinfo- 
nias  of  Haydn  came,  and  eclipsed  all  others. 
One  of  the  first  was  long  called  the  Festino 
Overture,  from  having  been  first  heard  at  the 
above  mentioned  rooms. 

Gluck's  opera  overtures  were  perhaps  the 
first  of  the  present  school  ;  and  it  may  well 
be  questioned,  whether  a  grander  than  that  to 

*  Father  of  J.  B.  and  F.  Cramer. 
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his  Ifigenie  in  Aulide  was  ever  produced.  * 
Piccini  was  a  rival  of  Gluck's  at  Paris.  But 
however  superior  the  melody  of  his  voice  parts 
for  sweetness  and  elegance  might  be,  there 
seems  no  question  whether  his  overtures  could 
compare  with  Gluck's.  It  has  been  an  ac- 
knowledged practice  with  many  composers  to 
write  the  overture  after  the  rest  of  the  piece 
was  finished ;  and  this  is  discovered  by  its  con- 
taining quotations  from  parts  which  follow,  — - 
parts  which  were  not  likely  to  have  been  copied 
from  the  overture*  Thus  HandeFs  overture  to 
Deborah  contains  two  of  the  choruses.  Che- 
rubim's to  Anacreon  contains  allusions  to  al- 
most every  scene  in  the  piece  ;  and  Gluck's 
overture  to  Ifigenie  commences  with  the  notes 
for  the  priest,  with  which  the  drama  opens. 
Martini's  overture  to  Henry  the  Fourth  em- 
ploys the  military  instruments  with  good  effect ; 
and  the  air  Charmante  Gabrielle "  makes  an 
excellent  contrast  as  a  slow  movement.  Gre- 
try's  overtures  were  remarkable  for  brilliance 


*  Specimens  of  Music,  vol.  iii.  p.  48. 
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and  gaiety.  Those  of  Cherubini,  Mozart,  and 
Beethoven,  now  so  well  known,  are  more 
scientific,  and  demonstrate  the  improvement  of 
instrumental  full  music. 

Vanhall's  overtures  (more  properly  sinfonias) 
have  been  noticed  *  :  he  conduced  much  also 
to  the  elegance  of  sonatas  for  the  harpsi- 
chord or,  rather,  as  it  was  specified  on 
the  titJe-page,  for  the  harpsichord  or  piano- 
forte—  the  latter  instrument  not  entirely  su- 
perseding the  former  in  this  country  till  the 
commencement  of  the  present  century,  al- 
though invented  in  the  former  half  of  the 
eighteenth  century  in  Germany.  The  inventor 
of  the  grand  piano-forte  was  Schroder  of  Dres- 
den ;  the  maker  Silvermann.  The  invention 
was  also  claimed  by  Castofali  of  Florence.  The 
Forthier,  or  square  piano-forte,  was  invented  by 
Freiderici,  an  organ-builder  at  Gera,  in  Saxony, 
about  the  year  1758. 

Vanhall's  quartetts  have  considerable  merit 
for  richness  and  sweetness  ;  Schroeter's  sonatas 


*  Page  137.        t  Specimens  of  Music,  vol.iii.  p.  74. 
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and  concertos  for  the  piano-forte  abounded  with 
pohshed  melody ;  Schobert's  with  rich  har- 
mony and  considerable  spirit  *  ;  Boccherini's 
with  science  and  pathos.  His  quintetts  are 
admirably  written,  and  are  still  deserving  of 
study,  t  Clementi  may  be  called  the  father  of 
piano-forte  music;  for  he  many  years  since  in- 
troduced all  the  beauty  of  Italian  melody  into 
pieces  calculated,  by  their  ornamental  varieties, 
to  elicit  the  powers  of  the  instrument,  and  dis- 
play the  taste  as  well  as  the  execution  of  the 
performer. 

Haydn,  whom  we  have  already  mentioned 
formed  another  school  of  instrumental  music, 
which  continues  to  the  present  day.  Of  his 
vocal  sacred  productions  his  Stabat  Mater  is 
the  best.  The  first  chorus  is  learned,  inge- 
nious, and  dignified ;  the  songs  for  a  bass 
yoice  are  extremely  fine,  and  the  accompani- 
ments throughout  the  piece  delicate  and  fanci- 
ful, particularly  that  to  the  chorus  "  Quis  est 

*  Specimens  of  Music,  pp.  76—81.  f  Ibid.  p.  82. 

■\  Page  137. 
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homo."  The  extraneous  modulations  and 
passages  in  counterpoint  are,  in  all  his  works, 
admirable :  his  fugues  are,  on  simple  subjects, 
not  treated  with  much  skill,  the  interest  often 
declining  instead  of  increasing,  and  the  termin- 
ations being  abrupt,  or  in  a  modern  style.  His 
oratorio  of  the  Creation  contains  the  same  merits 
and  the  same  defects.  The  Chaos  is  awful,  but 
contains  passages  that  want  dignity.  The  re- 
citatives are  in  a  common  style.  The  principal 
excellence  lies  in  the  accompaniments ;  but  the 
use  of  the  full  orchestra,  including  trumpets 
and  drums  for  five  or  six  movements  in  suc- 
cession, is  fatiguing  to  the  ear,  and  diminishes 
their  effect.    The  opening  of  the  third  act. 

In  rosy  mantle,"  with  the  duet  and  chorus 
which  follow,  By  thee  with  bliss,''  is  however 
a  happy  mixture  of  all  styles  in  their  due  place 
and  proportion ;  a  most  masterly  production, 
and  worthy  of  study.  His  oratorio  of  the 
Seasons,  and  his  choral  masses,  have  generally 
the  same  characteristics  as  above.  Compared 
with  the  productions  of  the  former  half  of  the 
eighteenth  century,  they  are  deficient  in  sub- 
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limity  and  science.  His  opera  of  Orfeo  con- 
tains some  fine  airs ;  and  indeed  the  style  of 
his  vocal  music  seems  much  more  adapted  for 
the  opera  than  the  oratorio.  His  detached 
songs  are  admirable.  His  cantatas,  "  Ah,  come 
"  il  core,''  with  orchestral  accompaniments,  and 
"  Arianna  in  Naxo,'*  with  only  the  piano- forte, 
have  great  merit,  particularly  the  latter,  which 
scarcely  knows  a  rival.  His  canzonets  are  the 
best  ever  composed,  particularly  the  first  set. 
But  it  is  chiefly  as  an  instrumental  composer 
that  we  acknowledge  the  unrivalled  powers  of 
Haydn.  His  sonatas  for  the  piano-forte,  like 
Handel's  Suite  de  Pieces  pour  le  Clavecin, 
seem  to  have  been  written,  not  to  display  the 
powers  of  the  instrument,  or  the  execution  of 
the  performer,  but  to  gratify  the  ear  and  the 
mind  of  the  hearer;  and  if  studied  with  this 
object  kept  in  view,  they  will  appear  pre- 
eminent and  perfect.  His  quartetts  are  allowed 
to  be  unrivalled.  And  the  number  of  sonatas 
and  quartetts  he  produced  is  astonishing.  His 
Passione  Stromentale  is  not  in  the  church  style. 
The  addition  of  voice  parts  to  it  by  Michael 
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Haydn  was  no  improvement ;  but  in  its  original 
state,  considered  as  an  instrumental  piece,  it  is 
full  of  science,  pathos,  and  gravity.  The  finale, 
intended  to  depict  an  earthquake,  is  deficient  in 
dignity  of  style.  Haydn's  sinfonias  for  num- 
ber, variety,  novelty,  brilliancy,  and  gaiety  of 
style,  surpass  all  others.  It  was  this  gaiety 
which  was  objected  to  when  his  compositions 
first  appeared.  But  it  is  this  alone  which 
renders  them  more  pleasing  and  amusing  than 
the  equally  scientific  productions  of  his  pupils 
Mozart  and  Beethoven  t,  both  for  the  piano- 
forte and  the  orchestra.  Pleyel  and  Kozeluch 
were  also  pupils  of  Haydn,  t  The  quartetts  of 
the  former  and  the  piano-forte  sonatas  of  the 
latter  were  once  much  used.  PleyePs  music  was 
light  and  pretty  ;  Kozeluch' s  full  of  propriety, 
taste,  and  elegance ;  but  both  were  inferior  to 
Haydn,  Mozart,  and  Beethoven,  in  originality, 
genius,  and  science.    Upon  the  w^hole  we  must 

*  See  one  of  them,  Specimens  of  Music,  vol.iii.  p.  146. 
f  Specimens  of  Music,  vol.iii.  p.  125 — 137.?  and  Appendix, 
p.  158. 

X  Ibid.  86— 109. 
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consider  Haydn  as  the  greatest  of  all  instrumental 
composers. 

The  piano-forte  sonatas  of  Mozart  are  not 
written  with  the  sole  view  of  displaying  the 
powers  of  the  instrument,  but  frequently  con- 
tain effects  which  resemble  those  of  the 
orchestra,  and  even  of  particular  instruments, 
as  the  horns.  But  a  more  delightful  use  can- 
not be  made  of  the  piano-forte  than  to  remind 
us  of  the  full  music  which  we  have  heard  in 
the  orchestra.*  His  sonatas,  with  obbligato  ac- 
companiments, are  sometimes  called  trios  and 
quartetts.  They  are  among  the  best  of  his 
works.  His  violin  quartetts  and  quintetts  abound 
with  fine  writing;  but  there  is  a  sombre  cast 
which  renders  them  less  amusing  than  Haydn's. 
The  subjects  in  particular  are  less  beautiful  and 
attractive.    The  same  remarks  will  apply  to  the 

^  A  connoisseur,  while  Mozart  was  playing,  thought  to 
shew  his  judgment  by  remarking  how  much  better  that  pas- 
sage would  sound  in  an  orchestra  ;  Mozart,  however,  shut  the 
book,  offended,  saying,  "  I  wrote  it  for  the  piano-forte  ! "  The 
same  thing  might  have  occurred  to  Handel  and  Haydn,  who 
wrote  for  the  gratification  of  the  mind,  and  not  for  the  dis- 
play of  the  instrument,  or  the  execution  of  the  performer. 
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sinfonias  of  Mozart,  which  seem  to  have  been 
produced  by  a  more  laborious  effort  than  those 
of  his  master.  As  a  vocal  composer,  how- 
ever, Mozart  was  unrivalled  by  any  of  his  co- 
temporaries.  His  operas  are  decidedly  superior 
to  those  of  Gliick,  Bach,  Haydn,  or  Winter,  in 
vocal  melody,  and  to  all  the  productions  of 
the  Sacchini  and  Rossini  schools  in  science 
and  harmony,  particularly  in  the  overtures, 
though  inferior  to  the  latter  in  the  comic  and 
buffo  parts.  He  is  more  easily  comprehended, 
and  more  regular  in  his  phraseology  and 
rhythm,  than  Weber.  The  serious  opera  was 
better  suited  to  his  style  than  the  comic.  As 
a  choral  composer,  the  generality  of  his  masses 
are  too  light  and  similar  to  his  opera  music 
for  sacred  subjects.  But  his  last  production, 
the  Requiem,  is  finer  than  Haydn's  Stabat 
Mater,  and  in  a  more  sacred  style  than  his 
Creation  and  Seasons ;  and  we,  therefore,  con- 
sider Mozart  as  the  greatest  of  all  modern 
composers. 

The  piano-forte  music  of  Beethoven,  when 
it  does  not  abound  with  diflSculties  of  exe- 
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cution,  is  original  and  masterly,  frequently  sub- 
lime. His  sinfonias  are  wonderful  productions. 
That  he  has  ever  diregarded  the  rules  of  com- 
position is  to  be  regretted,  as  there  does  not 
seem  to  have  been  the  least  good  obtained  by 
it  in  any  one  instance.  The  opera  overtures 
of  Beethoven,  Cherubini,  and  Weber,  are  ex- 
tremely fine  and  deserving  of  study.  The 
operas  of  Weber  and  Spohr  and  the  sinfonias 
of  Mendelssohn  are  full  of  science  and  good 
writing.  The  solo  concerto  for  every  kind  of 
instrument  has  been  greatly  improved  in  har- 
mony and  instrumental  effects.  Those  for  the 
violin  by  Viotti  deserve  particular  notice. 

English  vocal  music  is  not,  upon  the  whole, 
an  object  for  study;  but  our  glee  composers 
have  been  numerous  and  respectable.  Cooke, 
Stafford  Smith,  Webbe,  Calcott,  and  many 
of  their  followers,  will  be  immortal. 

One  other  style  of  music  remains  to  be 
noticed,  which  succeeded  that  for  the  piano- 
forte by  Haydn,  Kozeluch,  Clementi,  and 
Mozart.  Dussek's  sonatas  were  more  difficult 
and  less  beautiful  than  these.    But  there  was 
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a  brilliancy  and  an  ornament  adapted  to  the 
instrument,  which  laid  the  foundation  of  a 
new  school,  especially  for  the  piano-forte  con- 
certo, to  which  we  consider  Steibelt,  Woelfl, 
Cramer,  Moscheles,  and  even  Hummel  to  be- 
long, though  the  latter  is  also  a  follower  of 
Mozart. 

Here  then  I  conclude  the  subject  of  this 
chapter,  having  unintentionally  omitted  the 
names  of  some  former  great  masters,  and  also, 
contrary  to  my  original  design,  mentioned  some 
of  those  now  living.  If,  however,  the  cha- 
racters here  given  be  correct,  the  result  of 
the  statement  will  be  found  in  the  conclusion 
of  the  foregoing  chapter  which  I  need  not 
repeat ;  if  incorrect,  let  them  be  altered  and 
amended,  but  still  on  the  immutable  principles 
already  laid  down,  on  which  basis  alone  true 
criticism  can  be  supported. 

*  Page  77. 
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CHAP.  VL 

ON  THE  PRESENT  STATE  OF  THE  PUBLIC  TASTE  OF 
THIS  NATION. 

When  church  music  had  become  neglected, 
and  oratorio  composers  were  no  more,  the  opera 
not  arrived  at  perfection,  and  the  concert  sin- 
fonia,  if  performed,  not  listened  to ;  when  play- 
ing on  the  harpsichord  or  piano-forte  had 
become  an  indispensable  part  of  polite  edu- 
cation, yet  the  fashionable  composers  for  these  in- 
struments were  Nicolai,  Sterkel,  Staes,  Eichner, 
and  others,  whose  names  are  nearly  forgotten : 
at  such  a  period  we  may  fix  the  lowest  decline 
of  taste  in  this  nation  5  and  this  was  within 
about  thirty  years  of  the  close  of  the  eighteenth 
century.  At  this  time  the  musical  world  of 
connoisseurs  were  divided  into  two  opponent 
parties,  the  admirers  of  the  ancient  and  modern 
styles  J  the  one  despising  the  trifling  melodies 
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of  the  opera,  and  the  other  the  barbarous  and 
mechanical  structure  of  the  fugue.  The  intro- 
duction of  Boccherini's  quintetts,  of  Haydn's 
quartetts,  and  dementi's  sonatas,  into  our 
chambers,  and  particularly  of  Haydn's  sin- 
fonias  into  our  concerts,  in  all  which  beautv  of 
melody  and  scientific  harmony  were  apparent, 
stamped  a  value  on  modern  music  which  many 
of  the  admirers  of  the  ancient  school  were 
disposed  to  acknowledge  5  but  when  Mozart 
became  the  universal  favourite,  the  long-de- 
sired reconciliation  between  these  parties  w^as 
easv.  The  lovers  of  the  ancient  madrio;als, 
anthems,  and  choruses,  could  not  but  appre- 
ciate the  vocal  full  pieces  in  the  operas  of  this 
great  composer.  Science  could  no  longer  be  held 
in  ridicule ;  if  admired  in  one  author,  it  must 
be  equally  so  in  another.  That  which  Mozart 
praised  and  imitated,  could  not  be  despised 
by  his  own  devotees.  Of  Handel  he  always 
spoke  with  reverence.  He  adapted  his  music 
to  German  words,  expressly  that  his  countrymen 
might  perform  and  value  it ;  and  this  he  often 
did  without  making  any  alteration,  though  at 
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other  times  he  consulted  the  taste  of  the 
hearers,  and  endeavoured  to  render  it  more 
palatable  by  what  they  would  call  improvements. 

Salomon's  concerts  were  chiefly  intended  for 
the  cultivation  of  modern  and  instrumental 
music,  in  this  nation  the  German  sinfonia  being 
its  chief  attraction*  ;  while  the  vocal  concerts 
encouraged  the  performance  of  choruses  of  the 
old  school,  and  especially  of  English  ancient 
madrigals  and  modern  glees,  for  which  our 
countrymen  are  so  deservedly  esteemed  pre- 
eminent. Both  these  concerts  failed  eventually; 
probably  owing  to  the  limited  nature  of  their 
views.  The  admirers  of  ancient  music,  in  this  na- 
tion, were  not  at  this  period  diminished ;  though, 
on  the  Continent,  from  the  custom  of  performing 
the  works  of  the  last  favourite  composer  exclu- 
sively, till  another  succeeded  him,  they  had  died 
away.  Thus  the  two  parties  remained  opposed. 
The  attack  was  vigorous,  the  defence  deter- 
mined :  the  performances  at  Westminster  Ab- 

*  Haydn  composed  twelve  sinfonias  for  them.  Mozart 
was  to  have  done  the  same,  but  died  just  before  he  was 
expected  here. 
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bey  *,  and  the  concert  of  ancient  music,  enabled 
the  old  school  to  hold  out,  till  the  pacification 
already  mentioned,  effected  by  the  introduction 
of  Mozart's  music,  took  place. 

A  veneration  for  ancient  music  being  thus 
established,  or  rather  revived,  on  the  Continent, 
foreigners  can  no  longer  persuade  us  to  despise 
a  style  frequently  quoted  by  Mozart,  Bee- 
thoven, and  Rossini.  Differences  of  opinion 
concerning  the  merits  of  the  ancient  and 
modern,  of  the  German  and  Italian  schools,  and 
of  various  individual  composers,  still,  indeed, 
continue  to  exist ;  but  they  are  constantly 
diminishing,  and  the  public  taste  is,  therefore, 
improving. 

And  now  our  concerts  in  general,  which 
seemed  at  one  time  to  consult,  rather  than 
direct,  the  public  taste,  furnish  us  not  only 
with  every  modern  novelty,  but  frequently 
with  the  choicest  specimens  of  ancient  lore, 
known  formerly  to  the  musical  antiquarian 
alone,  or  only  heard  by  the  subscribers  to 


*  See  page  125. 
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the  concert  of  ancient  music.  The  loss  of 
Salomon's  concerts  was  amply  supplied  by  the 
by  the  establishment  of  the  Philharmonic,  di- 
rected (as  all  musical  establishments  ought  to 
be)  by  musicians  alone.  Here  we  have  the 
finest  instrumental  and  vocal  modern  music. 
Here  the  admirers  of  the  German  and  Italian 
schools  meet,  and  learn  to  appreciate  the  opposite 
merits  of  the  beautiful  and  ornamental  styles,  with 
a  considerable,  though  inferior,  portion  of  the 
subhme ;  and  how  the  ancient  style  would  be 
received,  may  be  imagined  from  the  extraordinary 
applause  excited  by  the  occasional  introduction 
of  a  piece  of  this  school  on  one  or  two  occasions. 

The  Royal  Academy  of  Music  professes  to 
educate  musicians  on  these  principles.  It  em- 
ploys masters  in  every  style,  Italian,  German, 
and  English,  for  modern  and  ancient  music  ^ 
and  if  this  is  kept  up  equally  in  all  its  depart- 
ments, it  cannot  fail  to  diffuse  a  refined  taste 
throughout  the  world. 

Another  cause  of  the  increase  of  taste  is 
the  more  general  use,  by  o^r  dilletante  per- 
formers on  the  piano-forte,  of  music  not  ex- 
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pressly  composed  for  that  instrument,  either 
when  read  immediately  from  the  score,  or 
from  a  correct  adaptation.  The  productions 
expressly  intended  for  the  piano-forte,  or  the 
songs,  with  an  accompaniment  for  that  instru- 
ment alone,  form  but  a  very  small  part  of 
the  ample  abundance  of  what  is  admirable  in 
our  art.  A  keyed  instrument  was  originally 
intended  to  be  a  guide  to  many  parts,  as 
was  the  case  with  the  organ.  The  peculiar 
qualities  of  the  harp,  harpsichord,  and  piano- 
forte, naturally  suggested  the  invention  and 
cultivation  of  a  style  calculated  to  display  their 
tone  and  expression.  Yet  the  great  length  of 
time  bestowed  on  the  acquirement  of  execution 
necessarily  prevents  the  amateur  from  being 
a  good  sight  player,  from  studying  score,  and 
becoming  well  acquainted  with  good  music  in 
general ;  hence  so  many  ladies,  who,  in  their 
earlier  years,  had  acquired  a  brilliant  finger, 
and  what  is  called  a  command  of  the  instrument, 
finding  that  they  cannot  continue  music  without 
the  assistance  of  a  master,  lay  it  wholly  aside 
in  disgust.  Their  judgment  and  taste  have  never 
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been  interested,  they  have  never  thoroughly- 
understood  or  enjoyed  the  art.  Let,  however, 
the  keyed  instrument  become  a  Uttle  domestic 
orchestra,  and  it  will  be  constantly  resorted  to 
as  reminding  us  of  all  that  has  delighted  us  in 
the  church,  oratorio,  opera,  and  concert.  And 
it  is  not  only  from  the  quantity  and  variety, 
but  from  the  quality  of  the  pieces,  that  the 
gratification  will  be  enhanced  ;  for,  as  a  gene- 
ral position,  it  may  be  asserted  that  the  greatest 
masters  have  produced  finer  music  for  a  full 
band  than  for  any  single  instrument.  Playing 
from  score  will,  therefore,  amply  repay  the  time 
bestowed  upon  its  acquirement.  But  it  is  not  ne- 
cessary that  this  difficulty  should  be  surmounted 
by  all  who  can  play  well  5  for  good  adaptations  of 
full  vocal  and  instrumental  music  are,  of  late, 
greatly  increased.  Formerly  adaptations  were 
very  ill  executed  j  skill  and  fidelity  were  re- 
quired  J  skill  was  often  wanting,  but  fidelity, 
the  more  valuable  of  the  two,  was  rarely  met 
with.  Adaptations  were,  indeed,  seldom  made 
by  the  authors  themselves,  but  by  a  very  in- 
ferior sort  of  musicians,  who,  instead  of  assum- 
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ing  the  character  of  faithful  translators,  altered 
the  original  in  every  possible  way,  having  per- 
haps what  they  deemed  a  sufficient  reason 
for  every  alteration  they  made,  though  they 
ought  not,  if  they  could  have  avoided  it,  to 
have  made  one. 

Another  cause  of  the  improvement  of  the 
public  taste  is  the  reprinting  of  what  may  be 
called  classical  music,  undertaken,  as  it  has  been, 
in  some  instances,  by  the  best  musicians  of  the 
age.*  The  publication  of  sinfonias,  quartetts, 
and  operas  in  full  score,  is  a  proof  of  the  exist- 
ence of  good  taste  on  the  Continent;,  as  the  im- 
portation, adaptation,  and  study  of  them  will  be 
of  the  improving  taste  of  this  nation. 

One  more  cause  only  shall  be  mentioned,  and 
that  may  appear  to  be  a  contradiction  of  a  posi- 
tion just  assumed,  that  piano-forte  music  is  ge- 
nerally inferior  to  full  music.  But  within  a  few 
years  an  improvement  has  gradually  manifested 
itself  in  this  department,  the  natural  conse- 

*  dementi's  Practical  Harmony ;  Bach's  Fugues,  by 
Wesley ;  Latrobe's  Selection ;  the  Fitzwilliam  Collection ; 
and  Purcell's  Sacred  Music,  by  Novello,  &c.  &c. 
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quence  of  the  increasing  admiration  of  full  music. 
In  some  few  works  intended  as  studies  for  this 
instrument*,  the  exercises,  instead  of  consisting, 
as  formerly,  wholly  of  passages  of  execution,  and 
the  ornamental  fascinations  of  melody  alone,  to 
give  rapidity  to  the  finger,  now  prepare  the  eye, 
the  hand,  and  the  mind  for  score,  directing  them 
to  harmony  and  science.  I  must  not,  however,  be 
misunderstood,  as  if,  after  admitting  that  modern 
instrumental  music  is  improved  by  the  study  of 
the  peculiar  characters  of  the  several  instru- 
ments, I  made  an  exception  to  that  of  the  piano- 
forte. Let,  therefore,  airs  with  variations,  and 
fantasias,  and  whatever  will  contribute  to  the 
acquirement  of  execution  and  touch,  be  duly 
studied.  The  neatness  of  execution  which  they 
are  meant  to  display,  and  the  novelties  and  eccen- 
tricities with  which  they  abound,  will  surprise 
and  amuse  us  as  long  as  they  are  new.  But  in 
reviewing  and  weighing  their  merits  (of  course 
I  except  those  of  the  greatest  composers),  how 

*  The  Gradus  ad  Parnassum  of  Clementi ;  the  Dulce  et 
Utile  of  Cramer,  and  his  Studios,  &c.  &c. 
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little  is  there  for  the  mind  to  dwell  on,  how 
little  that  wilj  bear  deliberate  scrutiny,  how 
little  that  we  should  wish  to  hear  repeated  if 
performed  by  a  machine  instead  of  a  musician  ! 
The  piano-forte  is  now  less  frequently  heard 
with  accompaniments  than  formerly.  When 
it  is  to  be  accompanied,  perhaps  the  quality 
of  the  instrument  should  be  more  studied 
by  the  composer  than  when  played  by  itself, 
though  Haydn,  Mozart,  and  Beethoven  did 
not  seem  to  think  this  a  matter  of  import- 
ance, and  often  gave  the  same  passage  un- 
altered, alternately  to  each  instrument.  But 
the  piano-forte  is  now  generally  heard  alone ; 
and  the  deficiency  of  its  powers  in  sustaining 
the  sound,  if  not  compared  with  other  instru- 
ments, is  less  obvious,  and  is  readily  passed  over. 
Composers  of  solos  for  other  instruments  seem 
anxious  to  combine  every  possible  variety  of 
style  and  expression,  while  those  who  write  for 
the  piano-forte  seem  afraid  of  exposing  its  de- 
fects, and  accordingly  display  nothing  but  its 
peculiarities.  But  if  we  consider  this  instru- 
ment as  an  amusement  for  home  and  solitude. 
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we  cannot  consent  to  give  up  the  sublime  and 
beautiful  for  the  ornamental  alone ;  to  neglect 
the  higher  and  cultivate  only  the  lower  walks  of 
the  art.  Played  on  the  piano-forte,  every  species 
of  music,  both  vocal  and  instrumental,  ancient 
and  modern,  sacred  and  secular,  may  be  more  or 
less  enjoyed.  The  imagination  readily  supplies 
the  absent  words  of  a  finale  or  chorus  previously 
heard  at  the  opera  or  oratorio.  The  piano- 
forte seems  to  speak,  and  the  qualities  and 
tones  of  different  instruments  seem  almost  dis- 
tinguishable. 

The  result,  then,  of  these  statements,  is,  that 
the  public  taste  of  this  nation  is  in  a  gradual 
state  of  improvement  j  and,  notwithstanding  the 
decline  of  the  art  itself,  which  has  been  shown 
in  a  former  part  of  this  work,  has  attained  a 
higher  stage  of  advancement  than  it  has  known 
for  half  a  century. 
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Scarlatti  (Alessandro),  96  to  102.  122.  129. 

Scarlatti  (Dominico),  12.  30.  97.  122,  123.  129  to  131. 

Schobert,  140. 

Schroeter,  139. 

Smith,  146. 

Soler,  130. 


Spohr,  146. 
Staes,  page  148. 
Stamitz,  135. 
StefFani,  109. 
Steibelt,  146. 
Sterkel,  148. 
Stradella,  98,  99. 
Tallis,  81,  82.  84. 
Tartini,  128,  129. 
Telemann,  122. 
Terradellas,  100. 
Traetta,  100. 
Turini,  122. 
Tye,  84. 
Uria,  122. 

Vanhall,  136,  137.  139. 
Venosa  (Prince  of),  22. 
Veracini,  124. 
Vinci,  122.  128. 
Viotti,  146. 
Wagenseil,  130. 
Webbe,  146. 
Weber,  58.  145,  146. 
Weelkes,  86. 
Winter,  145. 
Woelfl,  147. 
Zipoli,  130. 


GENERAL  INDEX. 


Academy  (Royal)  of  Music,  page  152. 

Airs,  songs,  duets,  &c.,  74.  76.  90.  102.  106,  107.  111. 

123,  124. 
Bass  (ground),  107,  108. 
Beautiful  style.  —  See  Styles. 
Canons,  11.  85. 

Cantatas,  74.  92.  96  to  99.  112. 

Cathedral  music,  32.  34.  61  to  64.  84  to  88.  90  to  92' 
101.  105. 

Chants,  Ambrosian  and  Gregorian,  70.  80. — The  Am- 
brosian  quoted  by  Bird,  87.  —  The  Gregorian  quoted 
by  Leo,  80.  —  Another  ancient  melody,  80,  81. — 
Tallis's  Litany,  81,  82.  Chants  in  Boyce's  Col- 
lection, 84. 

Choruses,  34.  37.  49.  56.  76.  109.  112.  119.  125,  126. 

133.  140,  141.  145. 
Composition  (rules  of)  enforced,  10  to  12. — Broken,  1], 

12.  146. 

Concertos,  75,  76.  98.  103.  123.  129.  135  to  137.  140. 
146,  147. 

Concerts  in  general,   151. — Salomon's,   150.  —  The 
vocal,  150.  —  Of  ancient  music,  151,  152.  —  At  West- 
minster Abbey,  125.  150.  —  Philharmonic,  152. 
M  4 
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Criticism,  14?  to  22.  66. 

Decline  of  the  art,  31  to  67.  73.  77,  78.  131. 
Degrees  in  music,  91. 
Ear,  12.  18,  19. 

Expression.  — -  Its  powers  overrated  by  many,  44<.  — 
Can  only  represent  the  qualities  of  objects,  not  the 
objects  themselves,  44.  —  Definition  of  its  powers, 
45.  —  Of  pain  and  pleasure,  47.  —  Serenity,  48, — 
Soft  and  loud  passages,  many  and  few  performers, 
clear  and  intricate  harmony,  49.  —  Rhythm,  50.  — 
Exceptions  for  the  sake  of  contrast,  50  to  55.  —  To 
preserve  beauty,  54,  55. —  The  negative  assertion, 
55,  56.  —  High  and  low  objects,  56.  —  Imitation  of 
sounds. — The  pastoral,  military,  and  sacred  styles,  59, 
60.  —  Musical  expression  compared  with  that  of 
painting  and  poetry,  64.  —  Performed  before  it  was 
written,  88.  135.— Pathetic  expression,  35.  47,  48. 

Fugues,  11.  85.  101.  110.  112.  119,  120.  122,  123. 
132. 

Ground  bass.  —  See  Bass. 

Harmonics,  8.  —  Stops  of  an  organ  which  imitate  them, 
9,  10.  47.  62. 

Madrigals,  motetts,  and  glees,  34.  73,  74.  86.  89.  93. 
•  146. 

Marches,  16.  124. 

Masses,  requiems,  &c.  81.  85.  95.  145. 
Monochord,  or  Harmonical  Canon,  5. 
Music  both  an  art  and  a  science,  1.  —  Not  continually 

improving,  15.  71. 
Operas,  75,  76.  89,  90.  112.  123.  134  to  136.  142. 

145. 

Oratorios,  16.  32.  51.  75.  89,  90.  94.  133,  134.  141. 
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Organ  music,  16.  3^.  61  to  64.  75.  82.  105.  114,  115. 

122.  134. 
Ornamental  style.  —  See  Style. 

Overtures,  75,  76.  107.  124.  132.  135  to  139.  145,  146. 
Principles  common  to  all  the  fine  arts,  26,  27. 
Psalm  tunes,  82,  83.  . 

Quartetts  and  quintetts,  139,  140.  142.  144. 

Queries  answered,  13  to  25. 

Recitative,  89.  124.  134. 

Repetition  of  passages,  97.  116.  131. 

Rules  of  composition.  —  See  Composition. 

Science  of  music  includes  the  theory  of  sound  and  the 
rules  of  composition,  1.  —  Lectures  on  it,  3.  —  Study 
of  the  theory  of  sound  recommended,  4.  —  Study  of 
tlie  rules  of  composition  recommended,  10. 

Scientific  music,  133.  149. 

Sinfonias  (concert),  134,  135.  139.  143.  145,  146. 
Solos  (violin),  103.  128. 

Sonatas  for  stringed  instruments,  103.  106,  107.  122. — 
For  the  virginal,  89.  —  For  the  clavichord,  114,  115. 

—  For  the  harpsichord,  123.  129  to  131.  —  For  the 
harpsichord  or  piano-forte,  139. — For  the  piano- 
forte, 140.  142.  144  to  147. 

Sound.  —  No  single  sound  in  nature,  8. 

Styles  of  music  —  all  admired,  and  all  depreciated,  17. — 
Hovvr  divided  by  Sir  Joshua  Reynolds,  and  by  Burke, 
28,  29.  — How  by  Uvedale  Price,  29. —The  third  style 
defined  by  Price,  29,  30.  —  Why  called  by  the  Lee- 
turer  the  ornamental,  32.  —  The  sublime  style  defined, 
32.  —  The  beautiful  and  the  ornamental  defined,  35. 

—  Union  of  the  sublime  and  beautiful,  and  of  the 
sublime  and  ornamental,  36.  —  Union  of  the  beautiful 
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and  ornamental,  and  of  all  the  three  styles,  38.  — 
Rank  and  value  of  the  styles,  38.  —  How  dis- 
tinguished by  their  effects,  43.  —  When  each  style 
prevailed,  66.  —  Music  of  the  ancients,  and  national 
music,  67.  —  In  these  all  the  styles  existed,  68.  — 
Guido,  the  inventor  of  harmony,  had  these  before 
him,  68,  69.  —  Antiquity  of  national  music,  69.  —  Age 
not  the  cause  of  sublimity,  70?  71.  — Improvement  of 
ecclesiastical  music,  72. —  Its  decline,  73.  —  The  mo- 
tett  and  madrigal  invented,  73,  74.  —  The  cantata,  74. 
—  Vocal  melody  improved  —  instrumental  accompa- 
niment, 74.  —  Invention  of  instrumental  music.  — 
The  first  essays  sublime,  75.  —  Organ  fugues  and 
oratorios  carried  to  perfection,  75,  76.  —  Progress  of 
the  opera  and  instrumental  music,  76,  77.  —-  The 
sublime  style  not  always  the  most  striking,  79. — 
Neglected,  while  the  beautiful  and  ornamental  im- 
proved, 99. 
Sublime  style.  —  See  Style. 

Taste.  —  State  of  the  public  taste  at  present  in  this 
countr}^  13.  and  148  to  the  end.  — -  Varieties  of 
taste,  17.  —  Taste  the  result  of  education  and  habit, 
20.  —  Taste,  when  at  Its  lowest  ebb,  143.  —  The  ad- 
mirers of  the  ancient  and  modern  schools  opposed, 
148.  —  Reconciled  by  Mozart,  149.  —  Improvement  of 
the  taste  furthered  by  the  Philharmonic  Concert,  152. 
— The  Royal  Academy,  1 52. — The  performance  of  full 
music  in  score  or  adapted,  153.  —  And  the  increased 
fulness  of  music  for  the  piano-forte,  155. 

Tuning  and  temperament,  4.  —  Perfection,  and  approach 
towards  it,  5,  6.  —  Equal  and  unequal  temperament, 
6,  7. 


To  he  had  at  the  Royal  Harmonic  Institution^  Regent  Street. 


LIST  OF  PUBLICATIONS 

BY 

DR.  CROTCH, 


MoTETT,  "  Methinks  I  hear,"  with  new  instru- 
mental Accompaniments   0  4  0 

Overture  and  Finale,  La  Clemenza  di  Tito,  Mozart, 
adapted  as  a  Duet  for  the  Piano-forte  on  a  new 

plan   0  3  6 

The  same,  arranged  in  the  usual  way   0  4  0 

Sinfonia  No.  2.,  as  a  Duet,  composed  by  Dr.  Crotch  0  7  6 

.  No.  7.,  Salomon's  set,  Haydn,  as  a  Duet  0  6  0 

  No.  8   0  6  0 

  No.  10   0  6  0 

Overture,  Zauberflote,  Mozart;  Duet   0  3  6 

Sinfonia  in  C  (Jupiter),  Mozart;  Duet   0  8  0 

Nos.  1,  2,  3,  4,  5.,  constituting  the  First  Act  of 
Don  Giovanni,  Mozart,  for  the  Piano-forte  and 

Flute,  each   0  5  0 

Ditto,  as  a  Duet,  each   0  6  0 

Preludes  for  the  Piano-forte,  and  Instructions   0  8  0 

Practical  Thorough  Ba?s   0  12  0 

Fugue  on  a  Subject  of  Three  Notes   0  10 

Divertimento  for  the  Piano-forte,  No.  1   0  2  6 

 No.  2   0  2  6 
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Anthem,  Dr.  Greene,      Sing  unto  the  Lord," 

No.  1.  (to  be  continued)   0    3  6 

Specimens  of  the  various  Kinds  of  Music  per- 
formed in  Dr.  Crotch's  Lectures,  for  the  Piano- 
forte, 3  vols.,  each  ,   15  0 

Appendix  to  ditto,  separate   0    4  0 

Palestine,  a  sacred  Oratorio,  the  Words  by  the 
late  Bishop  Heber,  the  Voice  Parts  in  Score, 
the  Instrumental  Parts  adapted  for  the  Piano- 
forte  2    2  0 

The  Overture,  Choruses,  &c.  in  Palestine,  ar- 
ranged by  the  Author  as  Duets  for  the  Piano- 
forte  

Questions  in  Harmony,  with  their  Answers,  for 

the  Examination  of  Young  Pupils   0    3  6 

Twelve  Sinfonias,  Haydn ;  Piano-forte,  with  Ac- 
companiments for  the  Violin  and  Violoncello, 

each   0    5  0 

First  Concerto,  Corelli ;  Piano-forte...   0    2  6 

"  Cruda  Sorte,"  Rossini,  as  a  Duet   0    3  0 

Ditto,  single   0    2  0 

Finale  to  Der  Freischutz,  Weber   0    2  6 

Finale  to  the  First  Act  of  II  Matrimonio  Segreto, 

Cimarosa,  as  a  Duet   0    5  0 

Coro  dello  Sbarco,  II  Crociato,  Meyerbeer ;  Duet    0    3  0 

Giovinetto  Cavalier,  from  ditto ;  Duet   0    2  0 

Sinfonia  Kozeluch  in  F ;  Piano-forte,  with  Accom- 
paniments for  the  Violin  and  Violoncello   0    5  0 

Part  of  Sinfonia  in  A,  Beethoven  ;  Duet   0    4  0 

Sinfonia  Pastorale,  Beethoven  ;  Piano-forte,  with 
Accompaniments  for  the  Violin  and  Violon- 
cello ,   0  10  6 

Three  Duets,  arranged  from  the  Sonatas  of  Boc- 

cherini,  as  Duets,  each   0    5  0 

Airs  from  Rousseau's  Le  Devin  du  Village ;  Duet    0    4  0 
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Divertimento,  Mozart,  from  a  Quintett  in  D; 

Piano-forte                                                      0  3  0 

"  Cinto  di  nuovi  allori,"  Rossini ;  Duet                  0  2  0 


OTHER  PUBLICATIONS,  BY  THE  SAME  AUTHOR. 

To  he  had  of  Messrs.  Lonsdale  and  Co.,  Chappell,  the  Author ^  Sfc.  ^c. 

Three  Sonatas   0  7  6 

Ten  Anthems,  in  Score   0  10  6 

Ode  to  Fancy,  in  Score,  an  Exercise  for  his 

Doctor's  Degree   1  1  0 

Motett,  5  Voices,  "  Methinks  I  hear"   0  2  6 

Glee,  4  Voices,  "  Go,  tuneful  Bird"   0  10 

 ,  3  Voices,  "  To  love  thee,  O  my  Emma"...,  0  10 

Ode,  5  Voices,  "  Mona  on  Snowdon  calls"   0  2  6 

Tallis's  Latin  Litany  and  old  Psalm  Tunes,  in  Score  0  6  0 
No.  1.  Original  Airs  for  the  Piano-forte,  by  John 

and  William  Crotch   0  2  6 

2   0  2  6 

3   0  2  6 

No.  1.  Organ  Concerto   0  5  0 

2.  Ditto   0  6  0 

3.  Ditto   0  7  6 

Organ  Fugue,  on  a  subject  by  Muffatt   0  2  0 

Glee,  4  Voices,  "  Nymph,  with  thee"   0  1  0 

Canzonet,  «  Clear  shines  the  Sky  "   0  16 

Prelude  and  Air,  with  Variations  ;  Piano-forte   0  16 

Glee,  4  Voices,  "  Yield  thee  to  Pleasure  "    0  1  6 

Sonata,  Piano-forte,  in  E  t>    0  4  0 

Glee,  5  Voices,     Sweet  Sylvan  Scenes"   0  16 

 ,  4  Voices,  "  Hail  all  the  dear  delights  "   0  2  0 

— ,  4  Voices,  "  Hail,  Sympathy  "   0  3  0 
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Air,  "  Milton  Oysters,"  with  Variations ;  Piano- 


forte   0  16 

Fantasia,  Piano-forte    0  2  0 

No.  1.  Concerto,  Mozart   0  5  0 

2   0  5  0 

3   0  5  0 


Concerto,  Dussek  (Plough  Boy)  

The  Overtures,  Choruses,  Marches,  Sinfonias,  &c. 
in  Handel's  Oratorios,  Te  Deums,  Anthems, 


Operas,  &c. 

No.  1.  Esther  e   0    7  6 

2.  Deborah   0    7  6 

3.  Athalia    0    7  6 

4.  Acis  and  Galatea   0    6  0 

5.  Alexander's  Feast   0    7  6 

6.  Dryden's  Ode,  "  From  Harmony  "   0    5  0 

7.  Israel  in  Egypt   0  10  6 

8.  L' Allegro  ed  il  Pensieroso   0    5  0 

9.  Saul   0  10  6 

10.  Messiah   0  10  6 

11.  Samson  c   0    7  6 

12.  Semele    0    7  6 

13.  Belshazzar    0    7  6 

14.  Susanna   0    7  6 

15.  Six  Oboe  Concertos    0  10  6 

16.  Hercules   0    7  6 

17.  Occasional  Oratorio    0    6  0 

18.  The  Choice  of  Hercules    0    4  0 

19.  The  12  Grand  Concertos,  Book  1   0  10  6 

20.  II   0  10  6 

21.  Joseph    0    7  6 

22.  Judas  Macchabaeus   0  10  6 

23.  Joshua   0    7  6 

24.  Alexander  Balus    0    6  0 

25.  The  4  Coronation  Anthems   0    7  6 

26.  Solomon   „   0  10  6 

To  be  continued. 
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Quartett  in  C,  Haydn ;  Piano-forte    0  3  6 

  in  E    0  3  6 

Concerto  in  D,  Geminiani;  Piano-forte   0  2  0 

Elements  of  Musical  Composition  and  Thorough 

Bass   1  1  0 

Sinfonia,  by  Dr.  C.  in  F,  as  a  Duet,  No.  1   0  8  0 

Romberg's  Overture  in  D  ;  Piano-forte   0  2  6 

Thirty  Rounds  for  the  Piano-forte  for  learning  to 

play  from  Score   0  6  0 

Duet,  The  Hope  of  Israel,  2  Voices   0  2  6 

Air,  "  Twilight,"  Miss  Hamond,  with  Variations 

by  Dr.  C   0  1  6 

"  Una  bella  Serenata,"  and  Finale,  Cosi  fan  tutte, 

Mozart,  as  a  Duet  on  a  new  plan   0  3  0 

"  Oh,  quanto  I'anima,"  Aria,  by  Meyer   0  16 

"  Ah,  non  Sai,"  Sarti  

"  O  Lord  our  Governor,"  Marcello   0  2  0 

Anthem- in  Score,  composed  on  the  Death  of  the 

Duke  of  York   0  10  6 


THE  END. 


London  ; 
Printed  by  A.  &  R,  Spottiswoode, 
New-  Street-  Square. 


